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Abstract 
 
 
 
 
This study is an initial attempt to identify the most common Afrikaans diction 
challenges experienced by non-Afrikaans mother tongue speaking choirs, and 
to explore means of confronting these challenges. No dedicated source exists 
for choral diction in Afrikaans as a foreign language. This study reviews 
personal views and literature from various fields that would inform several key 
elements necessary for the creation of such a source. The primary data for 
this study was collected through study questionnaires, completed by expert 
choral conductors who are highly regarded for their success in teaching and 
performing Afrikaans diction in non-Afrikaans mother tongue speaking choirs, 
in performance settings such as the ATKV-Applous Choir Competition. 
Through its proposition of methods for the improvement of Afrikaans diction 
practices in the non-Afrikaans choral setting, the study promotes the prolific 
composition of Afrikaans choral literature, and its ubiquitous inclusion in 
choral repertoire both in South Africa and abroad. 
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1 Introduction 
1.1 Aims and value of the study 
This study aims to elucidate some important challenges in the diction of 
Afrikaans when sung by non-Afrikaans mother tongue speaking choir singers. 
It investigates how foreign language diction guides, tools and aids for singers 
are constructed and standardised. Furthermore, it is concerned with how the 
use of the International Phonetic Alphabet (further referred to as IPA) expands 
the clarity of these resources.  
 
The Afrikaanse Taal en Kultuur Vereniging (Afrikaans Language and Culture 
Organisation) annually hosts a choir competition named ATKV-Applous. To 
help determine some of the most common problems and possible solutions in 
Afrikaans diction for non-Afrikaans singers, the study focuses on the opinions 
and suggestions of a specific group of South African choral conductors of 
choirs who do take part, or are eligible to take part in the ATKV-Applous Choir 
Competition category: Nie-Afrikaansmoedertaalsprekend (meaning ‘non-
Afrikaans mother tongue speaking’, further referred to here as NAMS). The 
study also includes the views of other choral conductors, who are considered 
specialists in the field of Afrikaans diction for non-Afrikaans speaking choirs. 
Through the use of questionnaires, these renowned South African choral 
conductors identify general problem areas and highlight suggested solutions.  
 
Through my research I hope to aid the ATKV-Applous organisers, composers 
and adjudicators to make informed decisions on the level of difficulty of 
prescribed works, by assessing what non-Afrikaans choir singers actually find 
difficult, and to consider the use of phonetic symbols along with the text in the 
publication of these works.  
 
By investigating the diction challenges non-Afrikaans choirs are confronted 
with on a smaller scale, i.e. participant choirs in the NAMS category of ATKV-
Applous, I hope to extract findings, establish a grounded proposition and 
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expand the application of these to broaden the accessibility of Afrikaans-text 
choral works.  
 
The study is valuable, because the findings of the research are available to 
interested choral conductors, singers or others. The outcome will ultimately 
benefit non-Afrikaans choral conductors or singers, and promote the singing 
of Afrikaans-text choral works in South Africa and internationally. 
 
1.2 Background to the study 
As a young Afrikaans-speaking choral conductor, music educator and 
composer, I have a passion to promote the development of Afrikaans-text 
choral music locally and internationally. This ideal directly corresponds to the 
central ethos of the ATKV-Applous Choir Competition, and explains why I 
have chosen to include participants linked to the competition in the study.  
 
Forbay (2011: 26) recognises the ATKV as one of the organisations 
determined to “encourage the performance of Afrikaans” through art songs 
and choral music in post-apartheid South Africa. Therefore, language plays an 
important role in the selection of repertoire that a choir will present at the 
ATKV-Applous Choir Competition. The following prerequisites determine the 
repertoire for participating high school and senior primary school choirs:  
• The prescribed work for their category, in Afrikaans 
• A second Afrikaans work 
• A work in a South African language, excluding Afrikaans and English 
• A work of own choice 
 
Through its repertoire criteria, the ATKV-Applous Choir Competition has 
provided a fertile opportunity for the growth of Afrikaans-text choral 
composition. Prescribed works for the various competition categories are 
selected through the ATKV-Applous Composition Competition, providing 
monetary incentive for composers to explore new possibilities in Afrikaans-
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text choral composition. Many Afrikaans-speaking choirs take part annually. 
This study, however, is concerned with the success of non-Afrikaans mother 
tongue speaking choirs that have taken part in either the standard (Afrikaans) 
category or the NAMS category. 
 
The terms ‘diction’ and ‘pronunciation’ are often used interchangeably. Yet, 
Thornton (2005: 99) defines the relationship between these two terms as 
follows:  
Diction is the combination of pronunciation, enunciation, and 
articulation in singing. Pronunciation is the manner in which a singer 
produces a word with regard to both sound color and syllable stress. 
Enunciation, to bring forth or make known, refers to the level of 
intelligibility regarding the fullness and clarity of the sound. Articulation 
refers to the action of the speech organs in the formation of vowels, 
consonants, syllables, and words. To a singer or instrumentalist, 
articulation also refers to the execution of interpretive elements such as 
accents, legato, marcato, and staccato.   
 
A non-Italian speaking choral singer can, with some guidance from a 
conductor or pronunciation guide, successfully execute the diction of Italian 
text in for example, an early madrigal (Kim 2005: 47). The rise and growth of 
diction guides for singers has been an integral cog in moving the Western 
Classical canon of vocal repertoire forward. Therefore, one can reasonably 
assume that the same can be done with Afrikaans choral literature, should a 
sufficient guide be available. As stated by Wall (1989: 6) the literature review 
in chapter 3, the study of foreign language sounds is commonplace for singer, 
since distinct articulation promotes the authentic communication of lyrics while 
artistically shaping musical phrases. 
 
I have identified the need for a diction guide for choral singers that informs the 
sounds and grammatical structures of Afrikaans as a foreign language. To my 
knowledge, there is no source, written in English, that meets the 
requirements. A non-Afrikaans speaking chorister or choral conductor, who is 
interested in performing an Afrikaans-text choral work, would be forced to 
consult various sources, such as Afrikaans phonetic dictionaries which are 
mostly written in Afrikaans (often hindering the process), a diction guide for 
similar languages in order to understand the articulation conventions, perhaps 
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have a telephone conversation with an Afrikaans speaker who is willing to 
pronounce all the sounds (although there is a difference between sung and 
spoken pronunciation), and then rehearse and perform the piece without 
knowing whether the outcome will be accurate, or successfully meet the 
composer’s intention. Through the use of questionnaires and conversations 
with Afrikaans experts in the fields of Linguistics, Phonetics, Opera and 
Lieder, and Choral Music, it has become clear that there is no standardised 
guide or source for the diction of sung Afrikaans as a foreign language. It is 
therefore likely that the data gathered from the questionnaires in this study will 
supply the first building blocks towards such a guide.  
 
My personal success in teaching Afrikaans diction to non-Afrikaans choristers 
at Pretoria High School for Girls, Glenstantia Primary School and the 
Drakensberg Boys’ Choir, has prompted me to research my own findings and 
contribute to the scope of knowledge of the growing choral community in 
South Africa. Over the past 3 years I have been commissioned to write the 
prescribed Afrikaans work for primary school choirs taking part in the Super 
12 Choir Festival. I have participated in the annual ATKV-Applous 
Composition Competition. I have also been on the panel that decides which of 
the works from the composition competition will serve as prescribed works in 
the ATKV-Applous Choir Competition. Thus far, two of my compositions have 
been selected. I hope to broaden my knowledge through this study, in order to 
expand the accessibility of my Afrikaans-text compositions.  
 
Throughout the research process, I became aware of the lack of good diction 
in the Afrikaans section of the South African national anthem during sports 
events, when performed by international artists. I realised that the phonetic 
nature of the languages Xhosa, Zulu and Sesotho (used in the first two 
stanzas of the anthem) led to better diction in the first part of the anthem, and 
the general worldwide prevalence of English meant that the fourth stanza of 
the anthem was usually quite accurate. The diction in the third (Afrikaans) 
stanza, however, was never accurate.  
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In my consultation with fellow South Africans during these performances, a 
general consensus emerged: Afrikaans diction by professional or amateur 
non-Afrikaans mother tongue singers is poor, and Afrikaans speakers are 
often reminded of this fact. These instances prompted the idea that 
confronting Afrikaans diction challenges in non-Afrikaans mother tongue 
choirs could provide the first steps towards findings that could benefit a larger 
group than only musicians and musicologists.  
 
1.3 Statement of the problem 
Afrikaans-text choral composition is an important part of the South African 
choral tradition and it is valuable to create a platform that promotes its 
performance and exploration by a larger community than only Afrikaans-
speakers. Since 2004, the NAMS category of ATKV-Applous, has given non-
Afrikaans choirs and choral conductors the opportunity to perform such choral 
works in a competition setting. One of the important factors contributing to the 
neglect of these types of choral works, and their general omission from choirs’ 
yearly repertoire is the lack of resources available on Afrikaans diction 
through a standardised symbol system.  
 
1.4 Research questions 
1.4.1 Main research question 
In order to investigate the problem stated in section 1.3, the main research 
question is formulated as follows: 
• How can Afrikaans diction challenges be confronted in the non-
Afrikaans mother tongue speaking choirs?  
1.4.2 Secondary research questions 
The answer to the main research question necessitates investigation of the 
following secondary issues: 
• What are the characteristics of Afrikaans choral literature? 
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• How can the International Phonetic Alphabet (IPA) be implemented to 
assist in the teaching of foreign language diction in singing? 
• How is foreign language diction generally approached in the choral 
setting? 
• Which resources could provide methods for confronting Afrikaans 
diction challenges for non-Afrikaans choirs? 
• Which methods for teaching foreign language choral diction can be 
applied for Afrikaans-text choral literature? 
• How may the methods towards successful Afrikaans diction, by non-
Afrikaans mother tongue choirs and conductors in the Nie-
Afrikaansmoedertaalsprekend category of the ATKV-Applous Choir 
Competition, be expanded in this study to make these works more 
accessible locally and internationally? 
 
1.5 Notes to the reader 
1.5.1 Terms 
This section provides explanations for terms used throughout the study: 
• As stated previously, in this study, the category of the ATKV-Applous 
Choir Competition: Nie-Afrikaansmoederstaalsprekend, will be 
referred to as NAMS. 
•  The term non-Afrikaans mother tongue speaking choir refers to 
choirs consisting mainly of members who speak languages other that 
Afrikaans as a first language or mother tongue, and for the purposes 
of this study will be reduced to ‘non-Afrikaans choir’ or ‘non-Afrikaans 
singers’ for its members.  
• Unless specifically stated as ATKV-Applous Composition 
Competition, the term ‘ATKV-Applous’ refers to the ATKV-Applous 
Choir Competition. 
• As stated earlier, in this study, the abbreviation ‘IPA’ will be used 
exclusively for the International Phonetic Alphabet, and not for the 
International Phonetic Association. 
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1.5.2 Notes on the use of phonetics, Afrikaans and English in the study 
 
In this study, in order to avoid confusion, Afrikaans words appear in italics with 
English translations in brackets. Afrikaans spellings of sounds appear in 
italics. Phonetic examples of sounds appear in between //. Phonetic 
transcriptions of words appear in block brackets, for example: 
 
The eu sound in seun (boy) should use /øǝ/ and be pronounced [søǝn] 
in spoken Afrikaans, but the higher palatal position of /øǝ/ in [søǝn] is 
required for sung Afrikaans diction. 
 
This study recognises the importance of marking syllable stresses with [‘], 
although it is not a primary concern of pronunciation in singing, and stresses 
are indicated in the musical phrasing of good compositions. 
 
In the title of the study, Confronting Afrikaans diction challenges in non-
Afrikaans mother tongue choirs, the term confronting has a specific 
association. The verb, ‘confront’, has a twofold implication, and is defined in 
the Oxford Advanced Learner’s Dictionary of Current English (2000) as 
follows:  
confront: (of problems or a difficult situation) to appear and need to be 
dealt with by somebody. 
 
It is therefore with specific intention that this study aims not only to elucidate 
the Afrikaans diction challenges that non-Afrikaans mother tongue choirs face, 
but also to provide functional solutions for the challenges by means of a 
proposition. 
 
 
 
 
 11 
1.6 Delimitations of the study 
The focus of this study is on the diction of standard Afrikaans in singing. 
Therefore, it does not specifically discuss variables in pronunciation of 
Afrikaans dialects, but does provide the opportunity to include the sounds of 
dialects when required.  
 
Study questionnaires were distributed to the main target group of participants; 
mainly conductors of high school choirs participating (or who are eligible to 
participate) in the NAMS category of the ATKV-Applous. This is primarily due 
to the high quantity of entries of choirs participating in this category since its 
establishment, as well as their comparatively high level of musical expertise, 
which has often been evaluated in international competitions. Study 
questionnaires were also completed by other choral conductors whose non-
Afrikaans choirs’ Afrikaans diction is regarded as highly accurate. They offer a 
broader and more general view of the Afrikaans diction challenges non-
Afrikaans mother tongue speaking choirs face.  
 
1.7 Key concepts of the study 
Afrikaans  
Afrikaans choral literature 
Articulation 
ATKV-Applous Choir Competition 
Choral conducting 
Choral singing 
Diction 
Foreign language diction 
International Phonetic Alphabet 
Mother tongue 
Nie-Afrikaansmoedertaalsprekend 
Non-Afrikaans mother tongue speaking 
Phonetics 
Pronunciation 
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2 Research methodology 
This study requires specific and well-organised research methods in order to 
produce a credible outcome. The next section elucidates the methodology.  
 
2.1 Research design 
The research design of this study consists of gathering data from study 
questionnaires sent to a small sample group of experts in a specific field, and 
doing a critical reading of the available literature and other aids based on 
subjects relating to the research question. This information is then interpreted, 
and through triangulation, a theory that may inform the processes, problems 
and suggested solutions set forth by the aims of this study is produced. 
 
In order to produce meaningful results, the research for this study will be 
directed by a two-phased exploratory sequential design, as the primary 
research purpose is to “generalize qualitative findings based on a few 
individuals from the first phase to a larger sample” (Creswell & Clark 2011: 
86).  
 
These findings support the aims of grounded theory, which intends to 
generate a theory for a process or action, namely the singing of Afrikaans-text 
choral works by non-Afrikaans choirs. The theory is thus ‘grounded’ in or 
derived from data collected from the individuals who have experienced the 
process or action. This qualitative research design therefore allows the 
inquirer to “[generate] a general explanation … of a process, an action, or an 
interaction” shaped by the views of the participants. (Creswell 2013: 83.) The 
number of participants is smaller than traditionally used to create a grounded 
theory, because of the purposive sampling of experts in the field. 
 
As often seen in grounded theory research, data gleaned from participants is 
constantly compared with ideas about the emerging theory. Since there is no 
literary source thus far that adequately suggests solutions for the main 
problem in the study, it is necessary for the inquirer to identify, through 
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memoing, aspects of an emerging theory during the process of data collection 
and analysis, while taking part in the action or process (Creswell 2013: 85). 
The research thus employs a constant comparative method in which 
“observations are compared with one another and with the evolving inductive 
theory” (Babbie 2013: 392). 
 
Babbie (2013: 319) highlights that the grounded theory, or proposition in this 
study, generated by the researcher is part of the research process. Through 
the applications of the principles identified in the proposition, the study aims to 
improve practices and generate new theory (McNiff & Whitehead 2005: 3).  
 
2.2 Research instruments and data collection 
In this study, the main instrument for data collection is study questionnaires, 
sent to specific participants who are experts in the field of choral conducting. 
Since clarification and better description was required, the research 
instruments were expanded to email correspondence with well-known South 
African singers, composers, linguists and librarians.  
 
The qualitative nature of the study required that the questions in the study 
questionnaire be open-ended. The possibility of variables captures the 
freedom of the natural development of action and representation (Henning, 
Van Rensburg & Smit 2004: 3-4). The study questionnaires adhere to the 
principles discussed in Neuman’s Social Research Methods (2011: 313) by 
avoiding confusion and keeping the correspondent’s perspective in mind. 
 
2.3 Validation strategies and reliability 
This study aims to achieve validity, not necessarily through ‘truthfulness’, but 
rather ‘authenticity’, as it reflects and evaluates the “fair, honest and balanced 
account” of the lived experiences of participants and attempts to convey the 
insider’s view to the reader (Neuman 2011: 214).  
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Triangulation involves observing from multiple perspectives. This study uses 
triangulation of observers as a validation strategy. In this way limitations of a 
single observer, such as his or her biased views on certain issues or the 
danger of a participant’s lack of skill, do not restrict the study. (Neuman 2011: 
164-165.)   
 
Additional highly beneficial validation strategies, as proposed by Creswell 
(2013: 251-252) were employed in this study:  
• Peer review or debriefing: An external check of the research process. 
The peer debriefer asks hard questions, plays ‘devil’s advocate’ and 
keeps the researcher honest. 
• Clarifying researcher bias: Explaining the researcher’s position to the 
reader from the outset. In this way the researcher shares any biases 
or assumptions that impact the inquiry. 
• Member checking: Soliciting participants’ views of the credibility of the 
findings and interpretations in the proposition.  
 
Reliability is conveyed through dependability and consistency. In the 
interactive data collection processes of qualitative studies we accept the 
distinctive results will result from varying measures used by various 
researchers. Instead of employing quantitative practices to produce 
standardised or fixed measures that can be replicated, this qualitative study is 
enriched by multi-faceted views and dimensions on the topic. (Neuman 2011: 
214.) 
 
2.4 Sampling strategy for participants  
In qualitative research, it is advised to gain an in-depth understanding from a 
small sample (Hesse-Biber 2011: 45). This study used purposive sampling, 
intentionally selecting or recruiting “participants who have experienced the 
central phenomenon or key concept being explored in the study” (Creswell & 
Clark 2011: 173). Therefore participants highlighted in section 1.1, are 
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specifically conductors of choirs who have either won their category or have 
been selected to sing in the final round of the ATKV-Applous Choir 
Competition since the NAMS category was introduced. Other participants 
include renowned conductors of university choirs and children’s choirs who 
are highly regarded for their successful execution of Afrikaans-text choral 
works in a multi-cultural setting.  
 
Furthermore, the study was open to theoretical sampling as suggested by 
Creswell (2013: 86) and defined by Neuman (2011: 270) as: 
A nonrandom sample in which the researcher selects specific times, 
locations, or events to observe in order to develop a social theory or 
evaluate theoretical ideas.  
 
Using the theoretical sampling method often resulted in selected 
correspondents emphasising the fact that there are no sources available for 
Afrikaans diction for singers.  
 
As set forth by Henning et al. (2004: 71) this study made use of snowball 
sampling with the intention of indicating additional participants, in order to 
reveal the practices of more expert choral conductors. Instead, this method 
introduced me to a network of scholars outside of the academic choral 
environment, who found the research interesting, and could offer some ideas 
from their field, but did not qualify as study questionnaire participants. Informal 
discussions with singers, choral conductors, linguists and librarians further 
assisted me to make decisions towards the required direction of the study. 
 
2.5 List of participant conductors 
For this study, 14 expert choral conductors were selected as prospective 
participants. Seven of the 14 selected participants, elected to complete all 
necessary documentation and take part in the study.  
 
The list of participant conductors whose responses are used in the study is as 
follows: 
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Participant conductor Relevant choirs of the participant conductor 
Mr Michael Barrett Jacaranda Children’s Choir, University of Pretoria 
Camerata, the Chamber Singers 
Mrs Renette Bouwer UJ Choir, Afrikaans Hoër Meisieskoolkoor 
Mr Jaco Goosen Wykeham Collegiate Choir 
Mr Bernard Kruger Kearsney College Choir 
Mrs Lhente-Mari Pitout University of Pretoria Youth Choir, Pretoria Boys High 
School Choir, St Albans College Choir and Barbershop 
Mrs Retha Visser Eunice High School Choir 
Mrs René Zietsmann Riebeeck College for Girls Choir, Hoërskool Sterlitzia 
Koor 
 
2.6 Ethics 
2.6.1 Methods 
Prospective study participants received a letter of invitation (see appendix A) 
via e-mail, requesting their voluntary participation in the study. The letter of 
invitation was accompanied by a letter of consent (see appendix B), which 
upon completion allowed the study participants to access the study 
questionnaire (see appendix C). The letter of consent provided opportunity for 
study participants, who required permission from the institution for which they 
work, to access a letter of permission (see appendix D). One study participant 
required such a letter of permission. Only once permission had been granted 
for her participation in the study did she complete the study questionnaire.  
 
The letter of invitation clearly stated that study participants had one month to 
complete and return all documents to the researcher. One week prior to the 
date of submission for completed study questionnaires, a reminder notice 
(see appendix E) was sent to encourage study participants to meet the 
deadline. 
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Once study participants had completed and submitted all necessary 
documents, they received a Letter of Thanks (see appendix F) for their 
contribution. 
2.6.2 Ethical issues 
No ethical predicaments arose from the collection or dissemination of the 
information in the study questionnaires, since the data collected was not of a 
sensitive nature.  
 
Letters of invitation, letters of consent, letters of permission, reminder notices, 
letters of thanks, and study questionnaires were not sent to study participants 
before ethics clearance was granted by the relevant parties. Notice that ethics 
clearance was granted by NMMU Research Ethics Committee for Humans 
(REC-H) was received on 3 June 2014.  
 
The study adheres to the ethical principles set forth in the Belmont Report of 
1979 as presented by Hennink, Hutter and Bailey (2011: 63): 
• Respect of persons: Participants’ welfare should always take 
precedence over the interest of science or society. Participants 
should be treated with courtesy and respect, and they should enter 
into research voluntarily and with adequate information. 
• Benefice: Researchers should strive to maximize the benefits of the 
research for wider society, and to minimize the potential risks to 
research participants. 
• Justice: Researchers should ensure that research procedures are 
administered in a fair, non-exploitative, and well-considered manner. 
 
Based on these principles, the study applied ethical practices of informed 
consent, self-determination, minimisation of harm and optional anonymity: All 
study participants were provided with sufficient, comprehensive information 
about the research and made a voluntary decision to participate. They 
determined their own participation in the research, including the right to refuse 
participation with no negative consequences. Study participants were not 
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caused harm, nor put at risk. Although no study participants specifically 
elected to do so, they had the opportunity to participate in the study 
anonymously. It was also made clear that, once compiled, all study 
participants will have access to the findings of the study. (Hennink et al. 2011: 
63.)  
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3 Literature review 
In order to evaluate some of the challenges faced by non-Afrikaans choirs 
regarding successful diction in Afrikaans-text choral works, a review of the 
available and related sources on the topic is required.  
 
As has been stated in the background to the study, there is no diction guide 
for singers that permits the interested chorister or choral conductor to study 
Afrikaans as a foreign sung language, especially not such a guide written in 
English. The singer has at his disposal, however, countless such guides 
available for most other languages. One noteworthy exception could be the 
doctoral thesis of Bronwen M. Forbay, Afrikaans Art Song: A Stylistic Study 
and Performance Guide, although it does not consider specific applications for 
choral singing.  
 
Therefore, the literature reviewed for the study, investigates sources relating 
to a broad spectrum of topics, thereby, gathering from various fields and 
practices a collation of information that could be relevant to the topic. The 
literature review is thus organised into subsections that indicate selected 
areas of investigation relevant to the study according to the following 
functions: 
• To introduce and discuss Afrikaans-text choral compositions. 
• To introduce the International Phonetic Alphabet and its value as a 
standardised system for the illustration of sound.  
• To provide an overview of guides and articles for foreign language 
diction available to the singer/choral conductor, in an attempt to 
identify systems of explanation.  
• To investigate sources dedicated to the pronunciation of Afrikaans, 
although few relate to the singer’s context. 
• To explore some methods for including foreign language choral 
literature into a choir’s repertoire. 
• To identify approaches to diction in foreign language choral repertoire.  
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3.1 Afrikaans choral literature 
Nielsen, Louw and Roux (2005: 459) provide a concise history of the origin 
and development of Afrikaans: It is a Germanic language “with its origins in 
17th century Dutch as brought to the Cape of Good Hope by settlers from 
Holland in 1652”. Characteristics of the development of Afrikaans include its 
the integration of lexical and syntactical borrowings from Malay, Bantu and 
Khoisan languages, and also European languages such as Portuguese. 
Currently, in South Africa, Namibia and Botswana, 6.2 million people speak 
Afrikaans as a mother tongue, while about 4 million use it as a second or third 
language.  
 
Barrett (2007: 34) describes how during the 17th century European and 
particularly Dutch music traditions remained ‘in tact’ in the Cape, avoiding 
influences by the influx many foreign cultures to the Cape harbour. He notes 
that those who chose to move inland, such as the Voortrekkers (members of 
the Great Trek), developed more original music traditions.  
 
Numerous frontier wars between settlers and indigenous ethnic groups, and a 
growing disillusionment with the British imperialist government prompted the 
expansion and migratory journey of large numbers of Europeans, who broke 
away from Dutch tradition to form a new identity, to the interior of the country 
in 1836, known as the Groot Trek (Great Trek). The diaries and documents of 
these Voortrekkers were inspired by deep religious conviction and a 
commitment to the ‘South African soil’, shaping an independent 18th century 
Afrikaner literary and music tradition. (Forbay 2011: 3.)  
 
Barrett (2007: 34) underlines the important influence of the church during this 
development, in that music education mostly consisted of teaching psalms 
because of the scarcity of organs in churches. During this time, elements of 
the emerging ‘Afrikaner social conscience’ had a great impact on art forms. 
Van Staden and Sevenhuysen (2009: 157) delineate the characteristics of 
Afrikaner social conscience as: “religiousness, conservatism, worthiness, rural 
realism and cunning”.    
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The characteristics set forth by Van Staden and Sevenhuysen (2009: 157) 
were apparent in developments of Afrikaans Classical vocal music from the 
19th century onwards. The need to create and preserve a cultural identity led 
to the emergence of poetry, visual art and music that would sufficiently 
communicate the ideals of the Afrikaner social conscience.  
 
Composers made notable contributions to the canon of Afrikaans art songs, 
although choral music was still mostly limited to settings of hymns and other 
religious works associated with the church. It is, however, necessary to note 
that the solo vocal works of composers such as Jan Gysbert Hugo Bosman 
(1882-1967), Stephen Eyssen (1890-1981), Petrus Lemmer (1896-1989), 
Stephanus Le Roux Marias (1896-1976), John Pescod (1896-1985), Arthur 
Wegelin (1908-1995) and Gawie Cillié (1910-2000) had a profound impact on 
the development of Afrikaans choral literature.  
 
This study is concerned with composed Afrikaans choral literature, sacred or 
secular, and not necessarily with the arrangement of folk songs. It is 
interesting to note that in Woord en Wys van die Afrikaanse Lied (Word and 
Ways of the Afrikaans Song), Dutch musicologist, educationist and composer 
of Afrikaans art songs Jan Bouws (1902-1978) argues that the Afrikaans art 
song did not stem from the Afrikaans folk song, but through the efforts of Jan 
Gysbert Hugo Bosman to create a South African art song identity, sprouted 
from Zulu folk song tradition, which informed his two piano pieces ‘n Zoeloe-
Huweliks en Begrafnislied (a Zulu Wedding and Burial Song) (Forbay 
2011:14-15).  
 
In her discussion on choral repertoire, Van Aswegen (2011: 10) explains that 
very little attention has been given to the history, contribution and views of 
composers from South Africa. Besides earlier booklets or short publications, 
full-scale printed sources containing information about South African choral 
composers and their compositions only emerged around 2006. She 
elaborates on musicologist Chris Walton’s view that the first full-length study 
of the South African composer Stefáns Grové (1922-2014) was published 
“very late indeed for any ‘first’ in a country”.  
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Besides the absence of a concise proposition on performance practice, 
meaning and diction in Afrikaans choral works as noted at the onset of this 
study, it seems as though academic research documenting the contribution of 
composers in the genre of Afrikaans choral literature is also lacking. This, 
however, is not the main concern of the study.  
 
Van Aswegen’s research (2011: 11) focuses on the works of prominent South 
African composers who have made major contributions to Afrikaans choral 
literature such as, amongst others, Stefáns Grové (1922-2014), Chris 
Lamprecht (1927-), Hendrik Hofmeyr (1957-), John Cloete (1957-) and Niel 
van der Watt (1962). One could argue that this list of composers, along with 
Arnold van Wyk (1916-1983), Hubert du Plessis (1922-2011), Pieter de 
Villiers (1924-), Pieter van der Westhuizen (1931-), Peter Louis van Dijk 
(1941-), Henk Temmingh (1939-), Roelof Temmingh (1946-2012) and Martin 
Watt (1970) could be considered as the most influential composers of 
Afrikaans choral literature. Hans Roosenschoon (1952-) and young 
composers such as Franco Prinsloo (1987-), Pieter Bezuidenhout (1987-) and 
Antoni Schonken (1987-) have also made notable contributions to the 
Afrikaans choral canon of repertoire.  
 
In 1936 the Stellenbosch University Choir, the oldest running choir in South 
Africa, was formed by William Morris, its first conductor. The choir is currently 
conducted by André van der Merwe, and specialises in a cappella choral 
repertoire. (Music of South Africa n.d.) The choir has, along with another 
group from Stellenbosch University, Schola Cantorum, played an important 
role in the promotion of Afrikaans choral literature. 
 
During the 2010 Woordfees (Word festival) of Stellenbosch University, the 
Schola Cantorum Soloists’ Choir, under the direction of Rudolf de Beer, 
presented a concert featuring only Afrikaans choral music. In support of the 
event, the university’s official news blog mentioned the importance of the 
concert’s specific choice of repertoire:  
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Whereas the setting of Afrikaans poetry has traditionally been in the 
form of the solo song with piano accompaniment (e.g. in the art songs 
of S. le Roux Marais, Arnold van Wyk, Hubert du Plessis, Rosa 
Nepgen and Pieter de Villiers), popular music in Afrikaans is currently 
gaining wide acceptance, even in its setting to music of texts by such 
prominent poets as Ingrid Jonker and Breyten Breytenbach. Because 
of its contemporary sound and popular appeal this music is beginning 
to overshadow the earlier songs with piano accompaniment in the 
consciousness of especially younger Afrikaans audiences. In the 
diverse spectrum of Afrikaans music there is one genre that has not 
gained the recognition it deserves, namely songs in the choral medium. 
(Stellenbosch University 2010) 
 
The blog explains that while a large portion of the repertoire of the Afrikaans 
choral tradition generally consists of arrangements of “light folk songs” such 
as works by Dirkie de Villiers (1921-1993), and “sacred music for church 
choirs” such as the works of Pieter van der Westhuizen and Chris Lamprecht, 
this concert intended to promote Afrikaans choral music based on poems by 
prominent Afrikaans poets. It underlines that “due to its contemporary 
character” especially in the flourishing South African choral environment, “this 
genre has the potential to exploit Afrikaans poetry musically in a way that has 
not yet been exhausted”. Furthermore, Schola Cantorum needed to recruit a 
group of professional and semi-professional singers in order to meet the high 
artistic demands of this project. All music selected for the project (except for 2 
works) had never been heard before. It included music by Arnold van Wyk, 
Hubert du Plessis, Hans Roosenschoon, Izak Grové and Winfried Lüdemann 
and the poetry of C. Louis Leipoldt, Adam Small, T.T. Cloete, Attie van der 
Colf and Henry Allen Fagan. (Stellenbosch University 2010) 
 
It is surprising to note the little attention given to Afrikaans-text choral works in 
sources on South African music. In Choral Music in the Twentieth Century 
(2005: 195), Nick Strimple devotes only one paragraph in the section on 
Africa and the Middle East to South African choral composition. What is more 
interesting is that the paragraph solely discusses the works of John Joubert, a 
minor South African composer. I speculate that the works of John Joubert 
were included in the book because of the English text used in all of his vocal 
and choral compositions, making them more accessible to an international 
music audience.  
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In the vast chapter “Choral music in Africa: history, content, and performance 
practice” in The Cambridge Companion to Choral Music (2012: 186-198), De 
Beer and Shitandi explain that ‘non-African choirs’, meaning English or 
Afrikaans speaking choirs, “function in a typically European tradition”. They 
further shortly state that South African and Namibian choirs from a Western 
background approach choral preparation and performance in a way similar to 
their European counterparts, without providing information on how these 
choral methods differ from European tradition. Some attention is given to 
composers who include traditional African elements in their compositions, and 
traditional groups who include elements of Western music culture in their 
music (De Beer & Shitandi 2012: 196-198), but no mention is made of 
Afrikaans-text choral works. It is likely that Afrikaans-text choral literature is 
not discussed in-depth because these works are similar to European choral 
compositions and therefore, not exotic. 
 
Aside from the Stellenbosch Woordfees and the ATKV-Applous Choir 
Competition, various institutions and societies in South Africa have recently 
shifted their focus to the promotion of Afrikaans choral literature. These 
include the Paz Consort, under the leadership of Keith Moss, the Horizons 
Project lead by Pieter Bezuidenhout, and Baobab Music Publishers under the 
direction of Christo Burger. Bezuidenhout explains that Burger’s online 
publishing resources make Afrikaans choral literature accessible to non-
Afrikaans choirs in South Africa and abroad. (Bezuidenhout 2014, pers. 
comm., 3 November.) 
 
It is possible that the publication of a source that illuminates the intricacies of 
Afrikaans diction, meaning and performance practice, will elevate the status 
and the ubiquitous inclusion of Afrikaans choral works in the contemporary 
choral concert programme. Such a guide will have to use a standardised 
system to depict phenomena in diction. The next section explores the 
International Phonetic Alphabet as such a system.  
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3.2 The International Phonetic Alphabet (IPA) 
The Handbook of the International Phonetic Association (1999) is the latest 
publication by the association and serves as a guide to the International 
Phonetic Alphabet. It provides descriptions and exemplifications of the 
standardised phonetic symbols to illustrate the use of the IPA in various 
languages including American English, Bulgarian, Cantonese, Dutch, French, 
German, Hebrew, Slovene, Taba and Turkish; as well as appendices such as 
Extensions to the IPA.  
 
It is important to note that the International Phonetic Association uses the 
abbreviation ‘IPA’ both for its name and for references to the International 
Phonetic Alphabet. In this study, the abbreviation IPA will be used exclusively 
for the International Phonetic Alphabet. 
 
The IPA is the ideal system to use interchangeably between descriptions of 
speech and singing, because it strives to be standardised. It is important to 
note that this study advocates slight alterations in its application for sung text 
as a method towards better articulation.  
 
In “Exploring the Universal Voice” Goetze, Fales and Smishkewych (2012: 
222) provide a discussion on the various languages in which choral music is 
sung. While reference is made to the use of the IPA to describe sounds, the 
‘closest English equivalent’ is also given. It is important to note that the 
background of the reader will determine their pronunciation of the English 
equivalent of a sound, but not of the IPA example.  
 
As Thornton (2005: 101) notes, these types of non-phonetic sound samples 
may sometimes provide good examples of Latin and Italian sounds. However, 
non-phonetic sound samples are not recommended for French and German 
(which is phonetically closely linked to Afrikaans), as they do not “capture the 
sound” of words in these languages. Instead, Thornton insists on using IPA 
enabling the singer to clearly understand the correct sound of the word.  
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Interestingly, when discussing the pronunciation of Afrikaans in choral singing, 
Van der Merwe  (1991: 238) explains that the use of what he calls 
‘international phonetic symbols’ will not benefit the choral conductor, as most 
conductors will not be familiar with this system. On the other hand, Gackle 
and Fung (2009), Hylton (1995), Lamb (1974), and Moriarty (1975) have 
noted the common use of the IPA by singers, vocal pedagogues and choral 
conductors as a means to teach the accuracy and clarity in diction. Welch 
(2007: 59) advocates that choral conductors need not learn every symbol, but 
are obliged to familiarise themselves with at least the basics of the IPA for 
French, German, Italian, Latin and Spanish in pursuit of better foreign 
language diction. 
 
This study investigates the use of the IPA in diction guides for various sung 
languages. This system may aid not only conductors of non-Afrikaans choirs 
who aim to take part in the NAMS category of the ATKV-Applous Competition, 
but also conductors from various other backgrounds for whom Afrikaans is not 
a first language.  
 
3.3 An overview of diction guides for singers 
Intense study of the pronunciation of languages such as French, German, 
Italian, Russian and Spanish is an integral part of vocal pedagogy for solo 
singers. It enables these singers to successfully execute works considered to 
be part of the vocal canon. Many diction guides exist to assist singers in their 
study. It is also the case that a great number of the most prolifically used 
diction guides make use of the IPA as point of departure.  
 
Gackle and Fung explain that most vocal teachers from the ‘West’ have a 
good understanding of the pronunciation conventions of English through 
mother tongue association or cultural heritage. In general, these teachers also 
have a working knowledge of the phonetic pronunciation of German, French, 
Italian, Latin, Spanish and other Romance languages. This is mainly due to 
the high number of diction and pronunciation sources available for these 
languages. The study of non-Western languages, however, seems to be more 
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challenging for both the teacher and the student. (Gackle & Fung 2009: 67). If 
the vocal teacher, solo singer, or choral conductor has a good understanding 
of a standardised system used to depict the sounds of a language such as 
French or German, he or she can use this knowledge to learn the 
pronunciation conventions of a new language. 
 
Kurt Adler (1967: 4) explains that the IPA, which was created in 1888 and 
revised in 1951, has “a sign for each sound”. Owing to the vastness of this 
alphabet, it is not likely that solo singers, especially not (often amateur) choir 
singers will learn all of the symbols. It is, however, advised that singing 
coaches and choral conductors interested in mastering the  “master the 
complexities of phonetics and diction familiarise themselves with the alphabet. 
Adler’s Phonetics and Diction in Singing (1967) offers a concise and 
comparative look at French, German, Italian and Spanish with examples from 
well-known arias and Lieder. 
 
Richard F. Sheil’s A Singer’s Manual of Foreign Language Dictions (2004) 
also examines the above-mentioned languages but adds Hebrew, Russian 
and Roman Church Latin. This guide, however, does not compare the sounds 
in the languages to one another, but rather provides the IPA symbol of a 
sound and adds equivalent sounds in English.  
 
Of the reviewed guides for singers, Joan Wall’s International Phonetic 
Alphabet for Singers (1989), provides the most detailed approach. It 
discusses all examples of sounds on the English language, based on where 
and how they are formed by the articulators. Vowel sounds are discussed 
under forward vowels, back vowels, central vowels and diphthongs; then 
consonant sounds under stop-plosive consonants e.g. /b/, nasal consonants 
e.g. /m/, fricative consonants e.g. /s/, lateral consonant e.g. /l/, glides /w/ and 
combination consonants e.g. the /ʧ/ in [ʧi:p] (cheap). The next part of the 
guide discusses sounds that the singer might encounter in other languages 
such as Italian, German and French. This means that the singer starts with 
the familiar and reaches out to the unfamiliar from a ‘knowledge perspective’. 
 28 
Wall adds conventions of pronunciation in singing with music examples and 
exercises that are not contained in the other discussed sources.  
 
Although the concise method of explaining the sounds of diction in Wall’s 
guide is not ideal for the creation of a similar guide for singing in Afrikaans, it 
provides a good platform which, in conjunction with the data gathered from 
the study questionnaires, could assist in developing a functional system of 
explanation for the singer’s diction of Afrikaans as a foreign language. 
 
A myriad of guides exist for foreign language diction in singing. Most of these 
use the IPA as a means to elucidate unfamiliar sounds. Additional examples 
include David Adams’s A Handbook of Diction for Singers: Italian, German, 
French (2008), and sources which specifically underline the variations in 
spoken and sung diction such as Evelina Colorni’s Singer’s Italian: A Manual 
of Diction and Phonetics (1996) and Emily Olin’s Singing in Russian: A Guide 
to Language and Performance (2012). The next section investigates 
resources for the pronunciation of Afrikaans. 
 
3.4 Pronunciation resources for Afrikaans 
The well-known South African soprano and voice pedagogue Vanessa Tait-
Jones advocates the use of IPA, as it has benefited her personally in the 
study and pronunciation of unfamiliar languages such as Portuguese and 
Czech. In her opinion, the IPA is also beneficial because English equivalent 
sounds are not always available, and recommends associating a phonetic 
sound with ‘muscle memory’ or a specific position of articulatory organs, to 
enable students to replicate these sounds in future foreign language 
endeavours. (Tait-Jones 2014, pers. comm., 3 October.) 
 
Although many Afrikaans dictionaries, such as Reader’s Digest Afrikaans-
Engelse Woordeboek / English-Afrikaans Dictionary (1999) do provide guides 
of pronunciation, they rarely make use of the IPA. Moreover, very few of the 
available sources on the pronunciation of Afrikaans focus on its application in 
singing. As also discussed by Forbay (2011: 110), in cases where attention is 
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given to Afrikaans-text in singing, the source is often written in Afrikaans too, 
making it less accessible to non-Afrikaans speaking choral conductors and 
singers.  
3.4.1 Pronunciation sources for Afrikaans written in Afrikaans  
Die Groot Afrikaanse Koorleiersgids (The Big Afrikaans Choral Conductor’s 
Guide) (1991), edited by Salóme Hendrikse, has been one of the most 
important guides for choral conductors in South Africa. It addresses aspects 
of practical conducting and technique, choir administration, approaches for 
different types of choirs, adjudication and the pronunciation of Afrikaans in 
choral singing. In the short chapter on Afrikaans pronunciation in choir singing 
by Derik van der Merwe, as in many other pronunciation guides, it is 
mentioned that in speech and singing we make use of sounds, not words and 
letters. Therefore, it is necessary to note that in Afrikaans, the vowels used in 
the language: i, e, a, o and u, may in different contexts represent many other 
vowel sounds and a visual representation of pronunciation is concerned with 
symbols relating to the sound products as opposed to the spelling or use of 
letters.  
 
This contention was already set forth in early sources such as Afrikaanse 
Fonetiek (Afrikaans Phonetics) (1927) by T.H Le Roux and R. de Villiers 
Pienaar as well as later by Salóme Hendrikse in Uitspraakkenmerke van Tale 
vir Koorsang en Solosang (Pronunciation Characteristics of Choral Singing 
and Solo Singing) (1992). Van der Merwe (1991: 240) also emphasises that 
singers are dependent on both the acoustic aspects (the impression of the 
sound on the ear) and organic aspects (the various positions or the vocal 
organs) in the process of vocal production.  
 
Van der Merwe (1991: 239) explains the difference in the use of sounds for 
singing and speech and highlights the importance of using the most standard 
form of a language as a sound model in order to be understood by the largest 
audience. Furthermore, Van der Merwe (1991: 239) asserts that the choral 
conductor should have at his disposal a very good understanding of the 
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difference between the pronunciation of standard Afrikaans and dialect 
pronunciations. This is not always possible, especially not in cases where 
international choirs attempt Afrikaans-text works. Thus, it is necessary to use 
a system that introduces a more universal approach to sounds. The IPA has 
shown to be highly effective in one of the very few available sources on 
Afrikaans-text singing pronunciation written in English, which will be discussed 
in section 3.4.3. 
 
In his class notes for Inleiding tot die Fonetiek (2014: 16), Gerhard van 
Huyssteen provides an introduction to phonetic symbols and their use. 
Furthermore, he presents three egte (authentic) and the six nie-egte 
(inauthentic) diphthongs in Afrikaans phonetically, summarised here as 
follows:  
 
Egte (authentic) diphthongs Nie-egte (inauthentic) diphthongs 
/$i/ as in the word reis (to travel) 
/œi/ as in the word ruis (rustle)   
/œu/ as I the word pous (pope) 
 
/e:u/ as in the word leeu (lion)  
/ɑ:i/ as in the word raai (to guess)  
/o:i/ as in the word rooi (red) 
/ui/ as in the word roei (to row)  
/ai/ as in the word kaiings (cracklings) 
/ɔi/ as in the word toiings (tatters) 
 
Van Huyssteen’s notes are useful and accurate, because he incorporates the 
IPA, but the slides are unfortunately written in Afrikaans only. Also, the 
phonetic transcription of vowels for spoken Afrikaans cannot necessarily be 
used interchangeably with such transcriptions for sung Afrikaans, as the latter 
requires alternative positioning of the articulatory organs in order to facilitate 
better flow and singing technique. This discrepancy confirms the necessity of 
precise visual depictions of sound when phonetically transcribing sung text. 
 
Although not aimed at singers specifically, Kotzé and Sakurai’s 2001 
publication Afrikaans-Japannese Woordeboek met Engelse Vertalings 
(Afrikaans-Japanese Dictionary with English Translations), is a highly valuable 
source for the pronunciation of Afrikaans as a foreign language. Forbay 
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(2011: 29) specifically acknowledges its worth due to its use of the IPA in 
descriptions of pronunciation. 
 
Comparative studies are highly useful to this study. In Fonologiese Sisteme 
van Afrikaans en Tsonga: ‘n Vergelyking (Phonological Systems of Afrikaans 
and Tsonga) (1989) Van Wyk, Odendal and Nkatini explain mispronunciations 
across the languages by mother tongue speakers of both. They found that, 
phonetically, the vowel system of Afrikaans is far more complex than that of 
Tsonga, leading to interference in the correct pronunciation of these sounds. 
On the other hand, Afrikaans mother tongue speakers experienced 
interference in the correct pronunciation of consonants, as phonetically the 
system for Tsonga is more complex than that of Afrikaans.  
 
It is necessary to note the large contribution by Daan Wissing in the field of 
Afrikaans and phonetics. Wissing’s findings and recommendations are 
extremely technical, and certainly not targeted at singers and choral 
conductors. Yet, he has produced very interesting publications such as Die 
Akoestiese Eienskappe van Stemlose Eksplosiewe van Afrikaans (The 
Acoustic Characteristics of Voiceless Plosives of Afrikaans) (1996), written in 
conjunction with Andries Coetzee, which pays careful attention to aspiration in 
the consonant sounds of the language. Other useful and interesting articles by 
Wissing, which are too technical for the purposes of singers’ diction, are Oor 
die status van die “oe” in Afrikaans: ‘n Akoestiese analise (On the status of 
“oe” in Afrikaans: an Acoustic analysis) (2010), and Akoestiese analise van 
die vokale van ‘n groep bejaarde Afrikaanse vroue (Acoustic analysis of the 
vowels of a group of elderly women) (2012). 
 
Additional significant sources on the pronunciation of Afrikaans, that make 
use of the IPA and are written in Afrikaans, include G. J. Van Jaarsveld’s 
Afrikaanse Fonologie en Sintaks (Afrikaans Phonology and Syntax) (1979), 
Meyer de Villiers’s Afrikaanse Klankleer (Afrikaans Phonetics) (1987), J. G. H 
Combrink and L. G. Stadler’s Afrikaanse Fonologie (Afrikaans Phonology) 
(1987), and Anna E. Coetzee’s Fonetiek vir Eerstejaars (Phonetics for First 
Years) (1981). Bilingual sources such as ‘n Engels-Afrikaanse Fonetiese 
 32 
Leesboek / An Afrikaans-English Phonetic Reader (1948) by Pienaar and 
Hooper, have also proven to be highly useful.  
 
Despite the IPA’s universality, the application of the system of symbols for 
Afrikaans is not consistent in these reviewed sources. Even leading linguists 
and phonologists such as Gerhard van Huyssteen and Daan Wissing do not 
agree on how some of the symbols should be combined to depict sounds in 
Afrikaans. (Van Huyssteen 2014, pers. comm., 23 April.) 
3.4.2 Pronunciation sources for Afrikaans written in English 
The highly respected publication by Bruce Donaldson, A Grammar of 
Afrikaans (1993), provides a sophisticated account of pronunciation, spelling, 
all elements of grammar, numerals, word formations and even apologies and 
swearing in Afrikaans. It is written in English, uses the IPA, and from the onset 
discloses that it aims to disambiguate pronunciation practice for the foreign 
reader.  
 
In his comments on phonetic transcription, Donaldson (1993: 1) observes a 
divide in how Afrikaans phonologists perceive the sounds of their own 
language and the way that these sounds are actually pronounced – as is 
certainly observable when considering many of the sources written in 
Afrikaans in section 3.4.1. He identifies the most glaring examples of 
transcription disagreements as those used for the vowel sounds in been (leg), 
boom (tree,) and seun (boy). He explains that A Grammar of Afrikaans 
employs deviation from the traditional phonetic transcription of Afrikaans to 
provide “a truer representation of a sound than the existing tradition permits” 
in an attempt to benefit the foreign, or non-Afrikaans mother tongue reader 
(Donaldson 1993: 1). Donaldson (1993: 8) makes valuable contributions to 
the phonetic transcription for diphthongs, permitting the use of glides, for 
example /øǝ/, in the word seun (boy) as [søǝn] – a highly useful addition for 
the purposes of phonetically transcribing sung Afrikaans. In terms of 
consonants, Donaldson (1993: 15) adds /c/, which is used before the high 
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vowels /i/ and /y/ and in the use of diminutives, rather than the more palatal 
allophone /k/. 
 
Another notable source by Bruce Donaldson is his book Colloquial Afrikaans: 
The Complete Course for Beginners (2000). It is especially valuable for the 
study of conversational spoken Afrikaans, and is published with an 
accompanying audio CD. It does, however, use language equivalent sounds 
in English and not the IPA. Therefore, the reader’s pronunciation will be led by 
their perception of English, which may be influenced by any dialect or accent 
to which they have been exposed. This source would arguably have been 
much more valuable, had it made use of the IPA, and not approximate English 
sounds. 
 
In further support of the IPA as a method of standardising representations of 
sounds, it is important to note that in their extensive documentation of 
diphthongs and tripthongs in South African languages, Nielsen, Louw and 
Roux (2005: 462-468) have identified that English and Afrikaans diphthongs 
are similar, but due to the use of lax vowels in English, the two languages do 
not share any diphthongs. In their pursuit of developing standards for voice 
recognition software in South Africa, the authors found that despite the two 
languages’ common European roots, the phonetic content of Afrikaans and 
English shared no strong overlap. Interestingly, their findings showed that in 
many instances Afrikaans is more phonetically similar to Xhosa and to Zulu 
than it is to English. Nielsen, Louw and Roux’s findings substantiate a premise 
of this study, namely that it is not advised to use English equivalent sounds to 
explain Afrikaans diphthongs.  
 
Additional sources on the pronunciation of Afrikaans that are written in 
English, but do not consider diction in singing, include M. P. O. Burgers’s 
Teach Yourself Afrikaans (1957), Beryl Lutrin’s Afrikaans Handbook and 
Study Guide: an English Student’s Guide to Afrikaans (1999), and Bruce 
Donaldson’s chapter “Afrikaans” in The Germanic Languages (1994). 
 
The sources mentioned in this section, although highly valuable in terms of 
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spoken Afrikaans pronunciation, do not meet the demands of explaining sung 
Afrikaans diction. Torsten Andreas (2006: 17) has explained that speech 
rarely requires the whole range of an individual’s voice spectrum for producing 
pitch; only approximately the lower third of a speaker’s possible pitch range is 
used. Andreas’s research touches on an element that cannot be explored in 
the scope of this study, namely, vowel modification when sounds are 
produced in the higher register. What is relevant to the study, is Andreas’s 
notion that the same sound, when spoken and sung, will require two different 
positions of the articulatory organs, alluding again to Tait-Jones’s idea of 
‘muscle memory’.  
 
Therefore, it is necessary to acquire a source specifically dedicated to the 
diction of sung Afrikaans. Bronwen M. Forbay has produced the most useful 
source for sung Afrikaans diction to date. 
3.4.3 Afrikaans diction in singing by Bronwen M. Forbay 
Forbay’s doctoral thesis Afrikaans Art Song: A Stylistic Study and 
Performance Guide (2011) is written in English, includes a guide for sung 
Afrikaans diction, and provides IPA transcriptions. It aims to illuminate 
Afrikaans diction in the art songs of S. Le Roux Marias, John K. Pescod, 
Pieter de Villiers and Arnold van Wyk. As an introduction to Afrikaans 
grammar, Forbay (2011: 28) highlights that the language differs from English 
in its frequent use of diminutives, inherited from Dutch, simplicity in its verbal 
system, a variety of diphthongs, and a lack of gender distinction. She further 
explains that Afrikaans, which does not make use of verb conjugation, is 
relatively easy to master in comparison to most other Germanic languages 
(Forbay 2011: 29).  
 
Forbay (2011: 30-32) provides a brief and concise explanation of the use of 
diacritical marks and how they influence pronunciation, and indicates the 
necessity of a higher palatal position in sung than spoken Afrikaans – which 
has an impact on the phonetic notation of vowels – in order to maintain the 
authenticity of the language when sung. Also, her recommendations include 
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subtle uses of the neutral schwa sound, such as svarabhakti where this sound 
is inserted “between a syllable-final liquid… and an adjacent nasal” sound in 
words such as warm (hot) to be pronounced [ʹvar$m].  Another important 
schwa-related contribution by Forbay (2011: 36) is her discussion on the Off-
glide sound /ǝ/:  
Diphthongization occurs between stressed /e/, /ɛ/ and /o/ vowels and 
the consonants that follow them. As a result, it is appropriate for an 
unstressed schwa-like off-glide to naturally insert itself between the 
stressed vowel and consonant. […] Please note that this sound does 
not occur when e and o vowels are followed by the nasalizing 
consonants. 
 
The ee sound in the word veer (feather), like the oo sound in boom (tree), is a 
common pronunciation hurdle for the non-Afrikaans mother tongue speaking 
singer. By visually depicting the phonetic notation as [fe:ǝr ], Forbay eliminates 
the opportunity for the common pronunciation error [fiǝr] or worse, [fiar]. The 
thesis also provides useful examples of comparison. Forbay (2011: 38) 
highlights that the /ǝ/, or schwa, used in sung and spoken Afrikaans is 
practically identical to the schwa used in German. This helps the informed 
singer to understand the sound concept from what Wall (1989: 6) calls a 
‘knowledge perspective’.  
 
Peculiar diction phenomena, such as nasalisation in Afrikaans, are also 
discussed, and it is recommended that vowels should not be nasalised in 
what Forbay calls ‘highly esteemed’ genres of music, such as choral literature 
and art songs. However, clear examples are provided of consonant 
nasalisation and assimilation, which assists the singer in maintaining a legato 
line. (Forbay 2011: 42-43.)   
 
In her discussion of Afrikaans diphthongs, Forbay (2011: 43) emphasises the 
following:  
Just as in German, when singing in Afrikaans it is important for the first 
part of the diphthong to be at least twice as long (or even longer) in 
duration than the second part. 
 
For diphthongs such as ou in the word koud (cold) Forbay specifically uses 
[œu], instead of the widely used [ǝu], because of the physiological benefits to 
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the singer’s articulatory organs in the authentic pronunciation of the vowel 
sound. This visual depiction promotes the correct rounding of the eu sound, 
rather than the neutralised form seen as a pervasive error in Afrikaans 
pronunciation. She notes that the production of the sounds ou /œu/ and ui 
/œy/ is particularly challenging for especially English speakers, as “there is no 
equivalent in English”. The contentious eu sound in the word kleur (colour) is 
phonetically represented as /øǝ/. Again, in the section on diminutives, for the 
word katjie (kitten/kitty) Forbay prefers the Kotzé-Sakurai dictionary’s use of /i/ 
for [kaiki] instead of [kajki], because:  
[it] more successfully demonstrates the forward motion of the blade of 
the tongue in creating this diphthong sound and that keeping this 
phonetic representation in mind will contribute to a greater release of 
the tongue, benefiting vocal production (Forbay 2011: 44). 
 
Valuable contributions in terms of consonants include Forbay’s observation 
that Afrikaans consonants are very similar to their English counterparts, but 
produced in a more effortless, gentle manner. Aspiration of consonants may 
sometimes be useful for artistic expression and clarity, but in general, 
authentic Afrikaans does not make use of aspirated consonants. Special 
mention is made of the /ç/ ich-Laut or g preceding ie /i/ and ee /e/ vowel 
sounds in words such as gees (spirit). The /x/ ach-Laut, or g sound in gaan 
(go) is compared to the German ach-Laut, although it requires a slightly lower 
position of the tongue in spoken Afrikaans, making it closer to the Scottish 
ach-Laut. For singing, Forbay recommends maintaining to the duration of the 
lengthier Afrikaans ach-Laut, but orienting this sound towards the German 
ach-Laut. (Forbay 2011: 47-50.) 
 
The fact that these three ach-Laut sounds differ in pronunciation, but are 
depicted by the same phonetic symbol, may build a strong argument for music 
experts who oppose the use of phonetics as a standardised method of 
description for sounds. However, a diction guide for singers provides 
opportunity for variation in description; and description of the unfamiliar from a 
familiarity perspective has proven to be highly effective in the teaching of 
foreign language choral literature.  
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Interestingly, the h sound in Afrikaans is described as less breathy than in 
English, but slightly voiced, resulting in the semi-vowel /ɦ/. To facilitate the 
vocal legato line, it is recommended that sung Afrikaans consonants l, m and 
n be pronounced more dentally, as in Italian. Although the r in all positions of 
spoken Afrikaans is rolled strongly, it is suggested that and Italian /r/ sound be 
used in singing. (Forbay 2011: 51-53.) 
 
Another valuable suggestion, that is particularly useful for the non-Afrikaans 
speaking South African chorister or choral conductor, is Forbay’s support of 
Philp’s assertion that sung Afrikaans should be approached in such a way that 
it affords the singer “greater access to the passagio” and facilitates efficient 
vocal production. These goals can be achieved if singers consciously utilise a 
higher soft palatal position for sung Afrikaans text, instead of making use of 
the lower palatal position required for spoken Afrikaans. (Forbay 2011:109.) 
 
The following two sub-sections will explore the prevalence and prominence of 
foreign language choral repertoire in the common choral canon, as well as the 
teaching methods and approaches associated with these works. 
 
3.5 Foreign language choral repertoire 
Gackle and Fung (2009: 66) have highlighted that from as early as 1979, the 
American Choral Directors Association (ACDA), a seminal body advocating 
the development of choral tradition worldwide, support the following ethos:  
[We] recognized the “multi-faceted and multi-ethnic realm of world 
music” and [are] thus determined to “identify and encourage the 
performance of repertoire of diverse cultures and develop projects 
which enhance the choral art”. 
 
Language and each language’s idiosyncratic range of sounds are essential 
elements of vocal music. As Beard and Gloagg (2005: 102) assert, for a great 
deal of history, the articulation of text played an important role in facilitating a 
framework for the development of liturgical and dramatic music. Moreover, the 
use of a specific language in a composition will inform certain aspects of its 
musical expression in terms of rhythmic patterns, syllabic stresses and phrase 
design. Thus, grouping Afrikaans-text vocal music into an amalgamated 
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pseudo-European category, as seen in the publication by De Beer and 
Shitandi (2012: 186), does not uphold the integrity of its origin or unique 
expression.  
 
Strimple (2005: 295) explains that although choral music in line with the 
multicultural trend set forth by the ACDA, has an emphasis on folksong, 
rhythmic concepts and even indigenous instrumentation, the arranged choral 
parts reflect a ‘Eurocentric’ style. Despite this fact, Western choirs have 
shown a persistent interest in the performance and study of these so-called 
‘multicultural editions’ (Gackle & Fung 2009: 66).  
 
It appears that the inclusion of unfamiliar elements in a choral performance 
programme, such as a foreign language, is appealing and may enhance the 
choir’s repertoire, despite the compositional style leaning more towards 
Western choral tradition. As argued by Welch (2007: 59) the articulation 
intricacies of foreign languages provide an appealing challenge for choristers 
and a refreshing product for audiences.  
 
It is possible that the omission of Afrikaans-text choral works from 
international sources on African and South African choral music is due to the 
lack of information regarding their diction and performance practice. Through 
the use of a standardised system, introducing the unfamiliar through the 
familiar, or as Forbay (2011: 76) explains, “recognizing the familiar in the 
unfamiliar”, may be the ideal route to the proliferation of Afrikaans-text choral 
composition and performance, both locally and abroad. 
 
3.6 Foreign language diction for the choir 
The following sub-section provides ideas and conventions on how foreign 
language diction for choirs. 
3.6.1 Diction: solo singing versus choral singing 
Smith and Sataloff (2006: 200) point out that choral diction differs from 
soloists’ diction in that it requires precision in elocution and timing, as it takes 
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place in a group. Tony Thornton (2005: 101) affirms this contention and 
expands it as follows:  
Crisp, clean diction affects not only textual understanding but also 
intonation, rhythm and tone color. If the singers in a chorus do not sing 
the same vowel sound, intonation is flawed. When singers produce 
lazy consonants and move slowly to the vowel, rhythm is unstable. In 
both instances, tone quality suffers. As group singers we must strive for 
a uniform sound within the choral ensemble at all times. 
 
Smith and Sataloff, along with Thornton, further emphasise that choirs should 
strive towards homogeneity in sound. This can be especially problematic if 
singers are required to precisely time and align their placement of and 
movement between sounds that they are unfamiliar with, such as the 
Afrikaans diphthong. 
3.6.2 Diphthongs in choral diction 
In the chapter “A Crash Course in Singers’ Diction” from The Choral Singer’s 
Survival Guide (2005) Thornton stipulates 9 principals of good diction in 
choral music. These include attention to diphthongs, a contentious 
phenomenon in the diction of Afrikaans as a foreign language: “When a 
diphthong […] appears in a word, hold the first vowel sound for as long as 
possible before releasing it to the second vowel”.  
 
Forbay (2011: 109) mentions that in evaluations of diphthongs in solo singing, 
one may observe that the duration of the first vowel – before moving to the 
next – is not the same in different performances or recordings of the same 
song by the same artist. This is permissible in solo singing, but affects 
intonation and tone quality in choral singing. The choral conductor therefore is 
tasked with carefully planning out the exact point at which a diphthong will 
move from one vowel to the next, and must communicate it to the choir by 
means of subdivision of beats without affecting the smooth flow between the 
vowel sounds.  
 
More importantly, there must be no doubt as to which sound should be 
created at a specific time in the music. It is therefore important to introduce a 
system that illustrates each required sound. 
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3.6.3 Depictions of sound samples: phonetic versus non-phonetic 
Smith and Sataloff (2006: 197-198) state that, with the right guidance from 
their conductor, choirs can create any textual sounds proficiently through 
“exercise, repetition, comparative listening, and careful imitation”. They hold 
that it is the choral conductor’s responsibility to learn, memorise and practise 
the symbols of the IPA, as this ‘shorthand of comparative symbols’ can be 
used for any target language. They emphasise the IPA’s advantage of 
assisting with recollection, and stress that singers and choral conductors 
should be sensitive to minute variations in the sounds represented, which are 
unique to each language and culture. Choral singers, however, are not 
expected to learn the IPA, but must instead rely on good spoken and sung 
examples by their conductor.  
 
Thornton (2005: 101) maintains that although choral singers may benefit from 
writing non-phonetic sound samples in their score, they should familiarise 
themselves with the symbols of the IPA as a rehearsal tool towards more 
precise and polished pronunciation, because it is “a consistent, visual 
representation of a single sound”, which would allow choristers to make sense 
of their own and one another’s markings. Thornton’s chart of phonetic 
symbols (2005: 104) is organised in a manner firmly supported by this study. 
The book has discussions on English, Latin, Italian, German and French 
diction, but most valuable is its sound chart. It provides a list of the most 
common IPA symbols, and for each symbol gives an example of where it 
occurs in a common word, then explains its articulatory character, and finally 
mentions all the languages – included in the book’s discussions – in which it 
will occur, for example: 
 
IPA symbol Example Character Languages 
a father Closed (long) vowel E, L, I, G, F 
 
As in the case of Adler (1967), May and Tolin provide a comparative overview 
of sounds in various languages in Pronunciation Guide for Choral Literature 
(1988). These include sounds from English, French, German, Hebrew, Italian, 
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Latin and Spanish with symbols of the IPA, as well as symbols used in 
Merriam-Webster dictionaries. Merriam-Webster dictionary symbols, although 
sometimes useful, also fall under what Thornton (2005: 101) calls ‘non-
phonetic sound samples’, and thus do not apply universally. 
 
One of the most recent diction guides aimed specifically at choral singers as 
opposed to conductors, is Christian Grases’s IPAlbhabet (2011). It is concise, 
user-friendly and designed to fit into the singer’s choir file, using IPA symbols 
for the sounds in the most common foreign languages of general choral 
repertoire. 
 
Writing the IPA symbols into the text is highly useful. Welch (2007: 59) sheds 
light on a frequently used incorrect diction teaching tool, namely, writing an 
English equivalent sound, which contains a diphthong, to depict a sound in 
Spanish, which does not contain a diphthong. A typical example is the 
widespread, erroneous use of the English word day [dei] to inform the 
pronunciation of the Spanish word de [de], can be easily prevented by 
teaching singers the /e/ sound of the IPA and instructing them to note this 
sound at the particular point where it is required in the music. She also 
cautions choral conductors not to overwhelm singers with too many symbols 
at a time.  
 
The seminal publication The Use of the International Phonetic Alphabet in the 
Choral Rehearsal (2012) aspires to enable choral singers to effectively 
communicate the intelligibility of foreign texts to the audience through 
familiarising themselves with the IPA, and features chapters on a wide range 
of languages by an impressive group of contributors. The languages featured 
are: Basque, Brazilian Portuguese, Chinese, Dutch, Ecclesiastical Latin, 
English, Estonian, Finnish, French, Georgian, German, German Latin, Greek, 
Hawaiian, Hebrew, Hungarian, Italian, Japanese, Korean, Latvian, Lithuanian, 
Norwegian, Polish, Romanian, Russian, Spanish, Swahili and Swedish. 
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3.6.4 Foreign language diction: preparation, meaning and integrity 
Welch (2007: 59) describes how singers benefit from singing choral literature 
with foreign language texts as follows: “They develop their ears and their 
minds, and they gain coordination and articulation as they grapple with 
unfamiliar vowels and syllabic patterns”. She mentions the fact that preparing 
to teach a foreign language choral work to a choir places higher demands on 
the choral conductor’s preparation than usual. The same view is held by 
Forbay (2011: 110) of solo singers attempting to add Afrikaans works to their 
Lieder repertoire.  
 
Deborah Lamb supports exposing singers to a wide range of diverse choral 
traditions from a young age. In Singing Diverse Repertoire in the Elementary 
School Choir, Lamb (2006: 9) highlights that choral conductors are 
responsible for honouring the cultures represented by the music that the choir 
sings, by striving towards integrity in their performance. Correct pronunciation 
is an integral element of musical integrity, and the responsible choral 
conductor will use all available resources to ensure that the music rings true 
to the depicted culture.  
 
In Choral Suggestions, Ehlert (1949: 47) advises the choral conductor to be 
sensitive to enunciation in diction. He stresses that the conductor should 
study the text in such a way that he or she not only understands the meaning 
of the whole, but can also identify how the meaning of each phrase 
contributes to the meaning of the entire text. He warns against rhythmic 
stresses of measure or beat patterns taking the place of ‘meaning stresses’ in 
the text, however, words with several syllables should be viewed in the 
context of the musical phrase. Ehlert urges: the reason for a song’s existence 
should be conveyed by the interpretation of the whole, which in turn can be 
portrayed by understanding and expressing each individual phrase.  
 
Gackle and Fung (2009: 73) point out that not only understanding the 
meaning of the text, but also the cultural context of the composition, will afford 
the singers a better means of musical expression.  
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Translations of the text can either be done by the conductor or be obtained by 
consulting a language teacher or programme notes of recordings or 
performances. While foreign language works may contain ‘singable English’ 
translations, these are often not accurate translations of the original text. The 
choral conductor needs to communicate the meaning of the text to the singers 
and highlighting key words in the music. (Welch 2007: 59-60.) 
3.6.5 Additional resources for teaching foreign language choral diction 
In their study, Bringing the East to the West: A Case Study in Teaching 
Chinese Choral Music to a Youth Choir in the United States, Gackle and Fung 
(2009: 66) remark that, despite the additions of Chinese choral works to some 
well-known publishing companies in the USA, the conductor and singer are 
faced with performance challenges due to the scarcity of Chinese 
pronunciation guides, audio-visual examples of the works being studied and 
general information regarding authentic performance practice. Conductors 
and singers interested in performing choral works using Afrikaans as a foreign 
text are faced with similar challenges.  
 
Welch (2007: 59) asserts that unless the foreign language work is fully 
transcribed into IPA, assuming that the choral conductor has a good 
knowledge of the IPA, he or she will have to seek out other resources. Welch, 
Gackle and Fung (2009: 72) and Forbay (2011: 55), emphasise on the 
usefulness of recordings by top quality native speaking artists and groups as 
an additional resource towards acquiring a good grasp of foreign language 
diction. 
 
As advocated by Lamb (2006: 12-13), some conductors and organisers may 
have the necessary resources to expose choirs that embark on repertoire 
from diverse cultures to live performances by native ensembles, or to 
introduce a ‘cultural leader or informant’ who is a first language speaker to 
evaluate or demonstrate the required sung text. Smith and Sataloff (2006: 
198) also recommend the use of diction coaches or consultants, and Gackle 
and Fung (2009: 69) introduced a so-called ‘Chinese cultural bearer’ for their 
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project, to advise the choir on articulation and placement of the foreign 
sounds. For the purposes of Gackle and Fung’s research (2009: 74), the need 
for assistance from cultural bearers was expanded to include consultations 
with two expert native conductors, who provided helpful insights in terms of 
repertoire, literature possibilities and feedback on the progress of the choir’s 
diction. 
 
Furthermore, Lamb (2006: 13) discusses the value of video as a means to 
refresh the memory of a demonstrated sound or specific pronunciation. She 
states that carefully chosen web resources such as video and audio clips can 
greatly assist in building a good understanding of the newly introduced 
language or culture. Gackle and Fung (2009:69) provided a video of the 
cultural bearer’s demonstration in the rehearsal that could be streamed via a 
local university website. 
 
It is worth mentioning that if the performance practice and pronunciation of 
text in these works are well-documented, choral conductors will have the 
opportunity to use traditional methods alongside alternative resources, adding 
convenience and a higher possibility of frequent use e.g. using a diction guide 
for the text, while a video of an accompanying dance is made available for 
download on a choir’s website. In the case of Gackle and Fung (2009: 74), it 
was possible to employ cultural submersion. The studied choir had the 
opportunity to travel to China “affording both musical and life insights” for the 
choir as well as the opportunity to compare their choral sounds to those of 
various native Chinese choirs. 
3.6.6 Teaching methods for foreign language choral diction 
Lamb (2006: 13) states that introducing the choir to music from an unfamiliar 
culture requires methods that are not traditionally used in the choral rehearsal, 
and briefly mentions that in some cases singers may benefit from learning the 
music aurally before the visual introduction to the score.  
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As in the case of Lamb, Welch (2007: 60) proposes that younger singers – 
upper elementary and early middle school – learn foreign language diction by 
rote before seeing the score and text for the first time as their eyes may 
sometimes overwhelm their ears. Welch further suggests teaching the notes, 
rhythm and language in layers. She recommends speaking the text slowly in 
the correct rhythm, gradually speeding up to performance tempo, and learning 
the notes separately on a neutral vowel before putting the two together. 
Finally, she proposes excellent kinaesthetic and visual methods for young 
singers to memorise foreign language phrases by pairing difficult or long 
phrases with pictures or movements, making the learning process a fun 
game.  
 
Gackle and Fung (2009: 70) express that careful attention to the movement of 
the demonstrator’s mouth is helpful to youth choir singers. This is also 
affirmed by Tait-Jones: She explains that especially Zulu mother tongue 
singing students struggle with the articulation of the rolled Afrikaans /r/, and 
that it is necessary for the student to memorise the position of the articulatory 
organs for these specific challenges (Tait-Jones 2014, pers. comm., 3 
October). 
 
Since the pronunciation of sung language differs from spoken language, 
Smith and Sataloff (2006: 198-200), in contrast to the suggestion by Welch 
(2007: 60), advise that foreign language diction immediately be sung. They 
endorse that the text be taught in small units, and sung on a single pitch in the 
correct rhythmic pattern, then in its musical context. These authors further 
recommend that the meaning of a foreign word should be pointed out early if it 
if it relates closely to a word in the native language in terms of pronunciation. 
They further add that awareness of the meanings may add “a sense of 
familiarity, naturalness and intelligence” to the line when the foreign word 
occurs in the text, avoiding so-called ‘Englishisation’ – reverting to the closest 
English sounds of the word – over time. Repetition familiarises and conditions 
the articulators to form the specific shapes required for vowels and 
consonants in each language. This ties in with the idea of ‘muscle memory’ 
encouraged by Tait-Jones (2014). 
 46 
Gackle and Fung (2009: 67-70) recommend that foreign non-Western choral 
music be taught in layers, separating the melody from the text, mastering both 
and then adding them together. In their study, the music was first taught using 
solfège, then sung on a neutral vowel to encourage a smooth vocal line and 
independence in the voice parts. They highlight that, for Chinese diction, 
substantial repetition of small units of words is more successful than working 
phrase by phrase. 
  
Since Afrikaans has similar inflections to some Germanic and Romance 
languages, such as French, German or Latin, as opposed to the intonation 
inflections required to successfully articulating Chinese texts, it could be 
helpful to use Smith and Sataloff’s method of singing / chanting the text on a 
single pitch immediately. 
3.6.7 Monitoring foreign language choral diction 
Welch (2007: 60) encourages the choral conductor to be vigilant about correct 
pronunciation. Despite the most careful preparation and teaching methods, 
singers will gravitate towards an ‘Englishisation’ over time and it is important 
to re-evaluate and reinforce good pronunciation practice. With careful 
monitoring and frequent practice, the skill will become ready and profound 
(Smith & Sataloff 2006: 200). 
 
In The Correction of Pronunciation Errors, Hammerly (1973: 106) gives the 
following insightful view that informs both the preparation and monitoring 
process for the choral conductor:  
[The] real skill of the teacher lies not in correcting and punishing wrong 
responses, but in creating situations in which the student is induced to 
respond correctly… The important thing is not complete avoidance of 
mistakes, but rather careful reinforcement of the correct response 
when it occurs and non-reinforcement of the mistake.  
The confrontation of Afrikaans diction challenges can be a highly rewarding 
process for both the conductor and the choir if one keeps Hammerly’s view in 
mind. 
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The extensive review of literature in this chapter has produced some 
interesting findings that inform practices relating to the research topic. In the 
process of confronting Afrikaans diction challenges in non-Afrikaans mother 
tongue choirs, this chapter has introduced Afrikaans choral literature, and 
reviewed guides and other sources that inform pronunciation and diction in a 
variety of sung and spoken languages, as well as sources that are aimed at 
improving Afrikaans diction. Furthermore, it has identified the most effective 
and commonly used standardised system for the depiction of sound as the 
IPA, and has explored approaches to foreign language repertoire and 
identified the most common teaching practices associated with foreign 
language diction challenges. 
 
At this point, it is necessary to investigate the confrontation of Afrikaans 
diction challenges in non-Afrikaans mother tongue choirs by conductors who 
have experienced the process. The following chapter provides an analysis of 
data gleaned from 7 expert choral conductors who have, through their 
experience of the central problem in this study, identified the most common 
Afrikaans diction challenges and devised solutions for these challenges in the 
non-Afrikaans mother tongue choral setting.  
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4 Data description and analysis 
4.1 Data analysis and coding 
The original completed study questionnaires used to gather data for this 
study, are available from the Primary Investigator for a duration of five years 
(until January 2020). 
 
The analysis of the collected data in this study is based on the systematic 
grounded theory approach by Strauss and Corbin as explained in Creswell’s 
Qualitative Inquiry and Research Design (2013: 85-86) with slight adaptions 
for the purposes of creating a proposition to specifically benefit singers and 
choral conductors. The analysis is thus structured to develop open categories 
through following a pattern. One category (or solution in the case of this 
study) is then selected as the focus of the theory or ‘proposition’ and detail is 
added by additional categories. The aim is to collect data through the 
research instruments until the categories (units of information composed of 
‘solutions’ in the case of this study) of the proposition are saturated. Ideally, 
this would occur once “the theory is elaborated in all of its complexity”.  
 
Coding was used to organise the data, but mainly to identify patterns pointing 
to theoretical understandings of the topic (Babbie 2013: 396). The coding 
process in the data analysis is based on the use of open coding to identify the 
‘core’ phenomenon, then going back to the data to create categories around 
this phenomenon. Strauss and Corbin prescribe these later categories as 
causal conditions, strategies, contextual and intervening conditions, and 
consequences. The final step is selective coding from which the proposition is 
drawn. (Creswell 2013: 86.) 
 
4.2 Analysis of questionnaires 
The answers provided by the study participants were helpful in identifying the 
most common Afrikaans diction challenges non-Afrikaans choirs face, as well 
as indicating possible means to confront these challenges. Initially, the data 
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was analysed using coding. Through this method and memoing, some 
categories emerged that were either unique to a specific choir, to a majority 
mother tongue group of singers, or to a conductor. Most of the responses, 
however, shared characteristics that could be grouped into 4 major categories 
to inform core phenomena related to the process of successfully confronting 
Afrikaans diction challenges for non-Afrikaans choirs. These categories 
crystallised as follows:  
 
Category 1:  Role of the expert choral conductor 
Category 2:  Afrikaans diction challenges faced by the non-Afrikaans choir 
Category 3:  Methods of confronting Afrikaans diction challenges 
Category 4:  The relationship between the prepared non-Afrikaans choir and 
the ATKV-Applous Choir Competition 
  
Category 1:  Role of the expert choral conductor 
Subcategory A: Cultural bearer versus IPA 
The answers provided by the expert choral conductors participating in the 
study questionnaires, which related to the role of the conductor in the process 
of confronting Afrikaans diction challenges in non-Afrikaans choirs produced 
two important findings. Firstly, study participants who are cultural bearers and 
first language speakers of Afrikaans, most frequently rely on demonstration, 
imitation and repetition to teach an authentic model of Afrikaans diction. 
Secondly, study participants who speak English as a first language, however, 
make use of the symbols of the IPA to a system of sounds found in Afrikaans 
diction, ultimately rendering the same results as study participants who are 
cultural bearers of Afrikaans. Visser and Bouwer believe that the conductor’s 
demonstration can be accurate regardless of his / her mother tongue 
language or that of his / her singers. 
 
Subcategory B: Conductor’s preparation 
The majority of responses in the study questionnaires emphasise the 
importance of the conductor’s meticulous preparation before introducing an 
Afrikaans choral work to the non-Afrikaans choir.  
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A large number of study participants agree with Kruger’s notion that the 
conductor should pre-empt and anticipate mistakes in the pronunciation, and 
facilitate caution and solution before starting work on the repertoire. 
Zietsmann marks each singer’s score with a pronunciation short-hand before 
handing it out. Visser emphasises that the conductor’s demonstration of an 
Afrikaans sound should consistently be extremely accurate.  
 
Goosen indicates that the conductor should cultivate enthusiastic optimism 
towards the challenge of singing in Afrikaans, and should take great care in 
repertoire selection. Pitout holds that elucidating the meaning of the text will 
keep singers interested and committed towards successfully confronting the 
challenges at hand. 
 
Category 2:  Afrikaans diction challenges faced by the non-Afrikaans 
choir 
Subcategory A: Vowels 
The greatest challenge study participants face relating to vowels, is secure 
homogeneity of pure ‘Italian’ vowels as well as the specific Afrikaans vowels 
/æ/, /ǝ/ and /y/. ‘Englishisation’ occurs when words are visually similar but 
phonetically different in Afrikaans in, for example, is (is) pronounced as [is], 
instead of the correct [ǝs]. 
 
Zietsmann and Kruger point out that poor examples of Afrikaans diction in pop 
music are often imitated by singers. The most common mispronunciations are 
‘flat’, ‘nasal’ approaches to vowels. 
 
Subcategory B: Consonants 
In terms of consonants, the most common challenges highlighted in the study 
questionnaires are non-Afrikaans singers’ difficulty with the formation position 
of the Afrikaans g /x/ in words like gom (glue), the correct level of aspiration of 
the Afrikaans t, and the correct placement of the rolled Afrikaans r. 
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Subcategory C: Diphthongs 
All study participants indicate diction challenges of the movement from one 
vowel to the next in diphthongs such as the y /ǝi/ in by (bee) and tripthongs 
like /uiǝ/ in words such as roeier (rower).  
 
Subcategory D: General diction challenges 
All study participants point out that there is no source, guide or rehearsal tool 
available for Afrikaans choral diction. Most of the study participants agree that 
the mother tongue language of each singer will influence their diction of 
Afrikaans, but that each specific mother tongue language poses its own set of 
diction errors. Pitout points out that singers who have only been exposed to 
one language find foreign language diction much more difficult than singers 
who have previously been unfamiliar with such a language. 
  
Category 3:  Methods of confronting Afrikaans diction challenges 
Subcategory A: Vowels 
The majority of study participants place emphasis on the various positions of 
the articulatory organs and muscle memory of these positions when working 
towards a homogenous pure vowel sound in the choir. Kruger indicates the 
necessity to teach sung text – often on a single pitch – as advocated by this 
study’s findings. Visser also uses this layered approach of teaching the music 
elements of the work separately. 
 
Accurate demonstration by the conductor and imitation by the choir can assist 
in correcting nasality and an exaggerated open mouth position for vowels. 
Careful attention should be paid to the position of articulatory organs. Severe 
nasality and other vocal faults in individuals cannot be confronted in the choral 
rehearsal, and individual singers who require this type of attention should 
seek out the services of a voice clinician.  
 
Subcategory B: Consonants 
Study participants such as Kruger and Visser, isolate the problematic sound 
and demonstrate, rehearse and repeat its formation away from the repertoire. 
 52 
Zietsmann uses an innovative method to ensure the rhythmic precision and 
authenticity of consonants – especially at the end of a phrase – by allowing 
only one voice group to complete a syllable ending in a consonant. 
Responses from the study questionnaires showed that in general, Afrikaans 
consonants are approached by introducing the unfamiliar sound through a 
more familiar sound, e.g. demonstrating the difference between the aspirated 
‘wet’ English (t) in comparison to the un-aspirated ‘dry’ Afrikaans t. 
 
Subcategory C: Diphthongs 
The method for authentic Afrikaans diction of diphthongs used by almost all of 
the study participants, is to sustain the first vowel sound of the diphthong for 
two thirds or longer before moving to the next vowel sound. First, the two 
vowel sounds should be rehearsed independently, then the motion of the 
articulators from the first vowel sound to the next should follow. In the 
repertoire, the exact moment for switching to the second vowel sound should 
be indicated by subdividing the beats of the diphthong, to ensure secure 
homogeneity of the sound. Barrett notes that in some cases the length of the 
two vowels may differ, at which point a mother tongue singer should be 
consulted. 
 
Subcategory D: General methods of confrontation 
Because of the lack of sources available for Afrikaans choral diction, study 
participants either introduce a cultural bearer (often himself / herself), use a 
credible more general IPA source, or add additional resources such as top 
quality audio and video recordings.  
 
Study participants agree that diction mistakes should not be tolerated and 
should be fixed immediately when they occur. In general, all of the study 
participants apply aural learning and use demonstration, imitation, repetition, 
vigilant monitoring and positive reinforcement.  
 
Kruger suggests an original approach to the challenge of multi-cultural choirs 
with varied diction errors depending on each singer’s mother tongue 
language: When the sounds of Afrikaans are initially taught, his choir divides 
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not into voice groups, but into language groups, in order to confront each 
language’s challenges with the Afrikaans diction. 
 
Interestingly, all study participants make use of non-phonetic English 
equivalent sound demonstrations, despite a general international negation of 
this method, as shown in the literature study. Kruger, however, recognises the 
flaws of this system, and Visser only introduces this method once the diction 
is already clear to make familiar connections and associations. Barrett 
indicates that the system does not serve the purposes of learning diphthongs, 
and combines English equivalent non-phonetic samples with the IPA for 
clarity. 
 
Category 4:  The relationship between the prepared non-Afrikaans choir 
and the ATKV-Applous Choir Competition 
Subcategory A: Benchmarking and goal setting 
Study participants, such as Kruger, Pitout and Visser emphasise that the 
ATKV-Applous Choir Competition provides a benchmarking opportunity for 
singers. Barrett has specifically noted how preparing for the competition builds 
camaraderie among the singers. Zietsmann explains the value of a group 
working towards a goal. 
 
Subcategory B: Education and growth 
Many study participants, especially Bouwer, note the educational value of the 
ATKV-Applous Choir Competition and its promotion of Afrikaans choral 
literature. Visser holds that it prompts conductors to explore new Afrikaans 
repertoire. Kruger believes that the ATKV-Applous Choir Competition will 
have a more substantial impact on education through Afrikaans choral music 
if more emphasis is placed on feedback of the performance. 
 
Subcategory C: Relevance of the NAMS category of ATKV-Applous 
An analysis of the responses shows that a choir will choose to enter the 
ATKV-Applous Choir Competition based on (1) whether the choir is at the 
right level to compete; (2) whether the singers will be able to successfully 
perform the prescribed work; and (3) influencing factors such as travel 
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finances and balance of the choir. An interesting finding is that a non-
Afrikaans choir will not enter the NAMS category of the competition based on 
the mother tongue of the majority of its members, but based on whether the 
prescribed work suits the choir. The prepared non-Afrikaans choir has a good 
command of Afrikaans diction, and can enter to compete in the Afrikaans 
category, and not the NAMS category, should the prescribed work suit the 
skill level of the choir. 
 
The analysis of the data produced by the study questionnaires, provides 
valuable insight into how Afrikaans diction can be confronted in the South 
African non-Afrikaans choir. The following chapter will combine the findings of 
this chapter with similar international approaches to foreign language choral 
diction, as found in the literature study. This will assist in the creation of a 
proposition towards a universal confrontation of the challenges in Afrikaans 
choral diction for non-Afrikaans choirs. 
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5 Conclusions, proposition and recommendations 
This section consolidates the findings of the literature review with that of the 
data analysis to create a theoretical basis. This theoretical basis is then used 
to construct a proposition towards confronting Afrikaans diction challenges in 
non-Afrikaans mother tongue choirs. In doing this, the study will reveal how 
approaches to Afrikaans diction challenges by choirs participating the NAMS 
category of the ATKV-Applous Choir Competition could be expanded to make 
Afrikaans choral literature more accessible. 
 
5.1 Conclusions relating to the secondary research questions 
5.1.1 Afrikaans choral literature 
Afrikaans choral literature does not enjoy the same status or prominence as 
South African choral music in any of the other 10 official languages. Its 
documentation, publication and performance only gained larger academic and 
public interest from about 2000. This is largely due to the scarcity of resources 
on composers, performance practice and the history and development of this 
music genre. However, institutions, groups and initiatives such as the 
Woordfees, ATKV-Applous, the Paz Consort, the Horizons Project and 
Baobab Music Publishing, and choirs of tertiary institutions in South Africa 
such as the Stellenbosch University Choir, have contributed largely to making 
Afrikaans choral literature more accessible and available to not only 
Afrikaans-speaking musicians and audiences, but also to large groups of non-
Afrikaans singers and audiences.  
 
De Beer and Shitandi (2012: 186) regard Afrikaans choral literature as similar 
to Western choral music. Yet, Strimple (2005: 195), Beard and Gloagg (2005: 
102), Welch (2007: 59), and Gackle and Fung (2009: 67) note the importance 
and development of foreign language repertoire for the choir, as well as the 
way in which language influences composition, notions central to elevating the 
status of Afrikaans choral literature as a foreign language repertoire choice. 
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Afrikaans as a sung language shares many similarities with Germanic and 
Romance languages such as German and French. This enables the study of 
its diction in music using traditional methods such as singing guides. On the 
other hand, it is an African language borrowing some characteristics from 
Malay, Bantu and Khoisan languages. The unique compositional intricacies 
that Afrikaans lends to choral literature increase its value as a foreign 
language addition to choral repertoire. 
 
The analysis of the data gathered through the study questionnaires, reveals 
that the status and prominence of Afrikaans choral literature can be elevated 
in South Africa and abroad if choirs have better command over Afrikaans 
choral diction. More importantly, the data analysis reveals that a non-
Afrikaans choir could perform intricate Afrikaans choral repertoire on a high 
level, regardless of their language background, provided that good methods 
for confronting Afrikaans diction challenges are in place. Furthermore, there is 
an interest amongst expert conductors who participated in this study, to 
explore new, appealing, exciting Afrikaans-text compositions when 
assembling their repertoire for the year. 
5.1.2 The IPA in foreign language diction 
A concise and accurate choral diction guide for Afrikaans as a foreign 
language could alter the current status and accelerate a growing interest in 
Afrikaans choral literature both locally and abroad. The research in chapter 3 
indicates that the most commonly used standardised system of symbols for 
the depiction of sounds is the IPA. This standardised system, with some 
variation specifically pertaining to singing, accompanied by accurate 
demonstration and teaching methods by the conductor, is a highly probable 
solution for the diction challenges faced by non-Afrikaans choirs. 
 
Despite the view held by Van der Merwe (1991: 238) that most South African 
choral conductors are unfamiliar with the IPA, Gackle and Fung (2009), Hylton 
(1995), Lamb (1974), Welch (2007) note the responsibility of the choral 
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conductor to familiarise himself / herself with the symbols and conventions of 
the IPA, and to explore foreign language diction for the choir.  
 
The IPA is used to depict the sounds of English, French, German, Hebrew, 
Italian, Roman Church Latin, Russian, Spanish in renowned diction guides for 
singers, such as those by Adler (1967), Wall (1989), Colorni (1996), Sheil 
(2004), Adams (2008) and Olin (2012). 
 
Tait-Jones (2014) explains that the IPA is highly useful for a singer’s study of 
foreign languages such as Czech and Portuguese. Another important finding 
of this study is that resources for Afrikaans diction in choral singing are often 
written in Afrikaans and those that are written in English, often either focus on 
spoken Afrikaans or do not make use of the IPA.  
 
Study participants revealed that conductors who are not mother tongue 
speakers of Afrikaans view the IPA as the most useful tool in teaching 
Afrikaans diction to non-Afrikaans choirs, while those who do speak Afrikaans 
as a mother tongue language rely on demonstration and repetition. The data 
analysis in chapter 4 supports Van der Merwe’s notion (1991: 238) that most 
South African choral conductors are not familiar with the IPA system, but 
reveals the possibility of the system being introduced as a rehearsal aid to 
facilitate clarity of diction for all singers, regardless of the background of the 
conductor. 
5.1.3 Foreign language diction in the choral setting 
In sung and spoken text, we make use of sounds, not words and letters, as in 
written text. Philp (in Forbay 2011: 109) indicates that sung text differs from 
spoken text, in that it requires a generally higher palatal position and purer 
vowels to effectively manage and control the flow of breath. Also, Andreas 
(2006: 17) clarifies how spoken text utilises only the lower third of a singer’s 
pitch range, and therefore the same sound, when spoken and sung, will 
require two different positions of the articulatory organs, alluding again to Tait-
Jones’s idea of ‘muscle memory’.  
 58 
Moreover, as advocated by Smith and Sataloff (2006: 198), sung text in the 
choral setting requires more precise and measured movements from the 
articulatory organs than in solo singing, in order to present a homogenous 
sound and rhythmically accurate placement of consonants by the group of 
singers. Thornton (2005: 99) warns that if adequate attention is not paid to 
choral diction, intonation, rhythm and tone quality will suffer.  
 
With the guidance of their conductor, choir singers can become proficient in 
the creation of any textual sounds through exercise, repetition, comparative 
listening, and careful imitation (Smith and Sataloff 2006: 197-198). This notion 
was expressed in the responses of all of the expert conductors participating in 
the study questionnaires. 
 
A conductor with a good knowledge and exercised skill of the IPA can use the 
symbols and the sounds associated with each symbol for any target 
language. May and Tolin (1988), Thornton (2005), Smith and Sataloff (2006), 
and Grases (2011) agree that although singers should have enough 
knowledge of the basic IPA symbols to use them as a rehearsal tool for score 
marking and recollection purposes, it is the responsibility of the conductor to 
familiarise himself / herself with the IPA so that he / she can teach sounds 
through demonstration without hesitation. As is emphasised by each of the 
study participants, Forbay (2011: 110) and Welch (2007: 59) explain that 
foreign language repertoire places higher preparation demands on the 
conductor or performer than texts in their native language. One of the most 
important aspects the conductor should prepare for is the subdivision of beats 
to facilitate intelligible diction of diphthongs. 
 
This study found Thornton’s sound chart (2005: 104) particularly useful, in that 
it teaches an association between the sound and the symbol first, creating a 
muscle memory position for the articulatory organs, and then discusses the 
sound’s occurrence in various languages.  
 
Thornton (2005: 101) and Welch (2007: 59) both assert that although singers’ 
score markings of non-phonetic sound samples (closest English equivalent 
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sounds or Merriam-Webster dictionary symbols) may in some instances have 
value; they are affected by the singer’s knowledge of English or the dialect 
they are most often exposed to, and are not universally applicable. Welch 
further warns that widespread mispronunciation of sounds in languages such 
as Spanish occurs due to singers being instructed to write an English 
equivalent sound, which contains a diphthong, to depict a sound in Spanish, 
which does not contain a diphthong.  
 
Ehlert (1949: 47), Lamb (2006: 9), and Welch (2007: 59) express the 
importance of upholding the integrity of a foreign language choral work by 
paying careful attention to the meaning of the text, and adhering to the 
conventions of pronunciation that allow the language to dictate rhythms and 
patterns in the music. Gackle and Fung (2009: 73) expand this notion by 
adding that not only the meaning of the text, but also the cultural context of 
the composition should be understood by each singer. Welch (2007: 59) 
explains that although each singer does not have to memorise a word-for-
word translation, they should understand the general meaning of each phrase, 
with the meaning of specific highlighted words. 
 
This study has revealed the scarcity of traditional pronunciation resources for 
Afrikaans choral diction. Thus, is necessary to consider additional resources. 
Welch (2007), Gackle and Fung (2009) and Forbay (2011) recommend 
exposing the singers to top quality audio recordings by native speaking artists 
or groups. Lamb (2006) and Gackle and Fung (2009) add video, live 
streaming, and audio clips to the list of alternative resources. The study has 
found that introducing singers to, and allowing evaluation by a cultural bearer, 
native speaker, or native music expert is a highly valuable experience, adding 
layers of context and meaning to the expression and diction in the music. 
5.1.4 Approaches for confronting Afrikaans diction challenges 
This study has, through a meticulous review of literature relating to the topic, 
study questionnaires and correspondence with composers, conductors, 
librarians, linguists, singers and singing teachers, identified the lack of and 
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need for a dedicated source for Afrikaans foreign language diction for choirs. 
Non-Afrikaans choral musicians interested in performing Afrikaans choral 
literature are forced to consult a variety of sources that are often not 
standardised, and do not confront the challenges faced. Most of these 
sources are written in Afrikaans. Interestingly, this study found that in 
Afrikaans pronunciation sources written in Afrikaans not using the IPA, the 
system of symbols was often not applied consistently, and that opinions differ 
on the combination of IPA symbols needed to depict sounds in Afrikaans. 
 
Although not ideal for singers, Donaldson’s A Grammar of Afrikaans (1993), 
written in English, is specifically aimed at the foreign reader and even breaks 
away from phonetic transcription tradition to provide a ‘truer representation’ of 
a sound than what phonetic transcription tradition permits (Donaldson 1993: 
1). This study has found that Donaldson’s method of explanation is the most 
appropriate for creating an Afrikaans choral diction guide for non-Afrikaans 
singers, as it approaches Afrikaans diction from a non-Afrikaans speaker’s 
point of view. 
 
In comparison to other South African languages, Afrikaans has a phonetically 
complex vowel system, and mispronunciations, such as those presented by 
Van Wyk, Odendal and Nkatini (1989) often occur in the production of vowel 
sounds or diphthongs. Wissing (1996) has done research showing that the 
mispronunciation of consonants often relates to the level of aspiration in 
plosives. 
 
Nielsen, Louw and Roux (2005: 468) have shown, in their studies on voice 
recognition software for South African languages, that Afrikaans and English 
phonetically share no strong overlap and that no diphthongs are shared 
between the two languages. Throughout the research process supporting 
evidence for this study’s proposition has shown that the use of non-phonetic 
depictions such as approximate English sounds, or closest English equivalent 
sounds are not an accurate means of Afrikaans sound depiction. All study 
participants who indicated that they use this method, also note the method’s 
limitations and flaws. 
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The study found that most of the available Afrikaans pronunciation sources 
written in English, although valuable for spoken Afrikaans, did not provide 
sufficient indications for Afrikaans diction in singing. Forbay’s Afrikaans Art 
Song: A Stylistic Study and Performance Guide (2011) has been one of the 
most valuable sources of the study. 
 
Forbay’s work highlights 4 guidelines for Afrikaans diction in singing, namely: 
(1) the position of the articulatory organs, (2) how a specific visual phonetic 
depiction can eliminate diction errors, (3) gives specific instructions on the 
articulation of diphthongs, and (4) introduces unfamiliar sounds through 
familiar phonetic examples in familiar languages, instead of using language 
equivalent examples. 
 
(1) She indicates the necessity of a higher palatal position in sung than 
spoken Afrikaans – which has an impact on the phonetic notation of vowels – 
in order to maintain the authenticity of the language when sung. Furthermore, 
(2) her use of the Off-glide sound /ǝ/ in diphthongs such as the ee sound in 
veer (feather) as [fe:ǝr], eliminates diction errors such as [fiǝr] and [fiar] 
through a more realistic visual depiction, as advocated by Donaldson (1993: 
1). (3) In terms of diphthongs she asserts that the first vowel should be held 
for at least two thirds of the syllable or note, if not longer, before moving to the 
next vowel sound. (4) She does not use language equivalent examples, 
unless they are exactly accurate, such as comparing the German schwa to 
the Afrikaans schwa, thereby introducing the unfamiliar through the familiar. 
Subtle variations in application of that which is familiar, provides accurate 
comparison opportunity between the Scottish, German and (the unfamiliar) 
Afrikaans ach-Laut sound /x/. Applications towards the more familiar are 
evident in her explanation that sung Afrikaans requires a more Italian 
approach to l, m, n and r than in spoken Afrikaans. 
 
Singers studying Afrikaans as a foreign language will benefit from Forbay’s 
discussion on authentic nasalisation and aspiration of consonants. 
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Forbay’s notion that the visual depiction of katjie (kitten / kitty) as [kaiki] 
instead of [kajki] facilitates good vocal production of the vowel sounds in the 
word when sung, but can be even further expanded by employing 
Donaldson’s use of /ci/ for –tjie diminutives, as [kaici]. 
5.1.5 Teaching Afrikaans diction in non-Afrikaans choirs 
This study has found that the methods for teaching foreign language choral 
literature as suggested by Hammerly (1973), Smith and Sataloff (2006), Lamb 
(2006), Welch (2007), Gackle and Fung (2009) and Tait-Jones (2014) share 
many similarities and can aptly be applied for Afrikaans choral diction as 
follows:   
 
Firstly, the choir should be trained to associate a variety of sounds with visual 
phonetic symbols of the IPA. These should include sounds that pose diction 
challenges for non-Afrikaans choirs, such as warm-up exercises practising the 
movement towards the Off-glide sound /ǝ/ found in many Afrikaans 
diphthongs, shifting the placement of the rolled /r/ to illustrate the difference 
between spoken and sung Afrikaans, or experimenting with various levels of 
aspiration of the /t/ sound. It is important that the conductor carefully 
demonstrates the position of the articulatory organs.  
 
Depending on the choir, the conductor can construct his / her exercises to 
pre-empt the most common Afrikaans choral diction errors identified by expert 
choral conductors participating in this study. Responses to the study 
questionnaires showed that a good model of the 5 pure Italian vowel sounds 
/i/, /ɛ/, /a/, /o/ and /u/, as well as the Afrikaans vowels /æ/, /ǝ/ and /y/, provide 
the non-Afrikaans singer with a good foundation for homogeneity in choral 
sound. Participants identified the Afrikaans consonant sounds g, r and t as the 
most problematic for non-Afrikaans choristers. Forbay’s attention to 
articulatory organ position in demonstrations, and Tait-Jones’s notion of 
attaching muscle memory to a sound have emerged as the most suitable 
solutions for these diction challenges. Another possibility taken from the study 
questionnaire responses is to allow only a small group of singers to articulate 
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problematic consonant sounds. Diphthongs, should preferably be presented 
by staying on the first vowel sound for at least two thirds of the note’s duration 
before moving to the next vowel sound at a specific subdivision of the beat, as 
indicated by the conductor. 
 
Next, the conductor should demonstrate and teach phrases of the text without 
showing the choir the score by chanting on a single pitch in the correct 
rhythm, carefully focusing their attention of the sounds instead of the words as 
the choir imitates the sounds. Through the study questionnaires the possibility 
of teaching this step in groups of singers with the same mother tongue arose. 
Once the choir has a good grasp of the sounds in the text and can 
successfully imitate the sounds of the conductor, the score should be 
introduced. Employ a layered approach by learning the melody and harmony 
on a neutral vowel sound. Solfège can be used if the choir is proficient, 
although a neutral vowel will encourage homogeneity of sound. This, 
according to study participants, also benefits homogeneity of vowels. 
 
When the conductor is satisfied with the choir’s rendition of the melody and 
harmony, the words can be added. Longer phrases can be memorised by 
adding kinaesthetic associations or pictures.  
 
Now, attention can be brought to the meaning of the text, as highlighted by 
the study participants. This increases the level of expression of each singer, 
and can prevent diction errors. If an Afrikaans word is similar to an English 
word in sound, but requires a subtle difference in pronunciation, for example, 
vuis (fist) [fœys] should not be ‘Englishised’ to [feɪs] (face), the meaning of the 
word vuis should be made clear at an early stage, so that it becomes an 
isolated sound phenomenon, rather than a word that sounds almost like an 
English word. The same approach can be followed to distinguish between 
words that are visually similar in English and Afrikaans, but require different 
pronunciations. Repetition trains the articulators to become accostomed to the 
shapes and posisions of Afrikaans vowels, consonants and diphthongs. The 
findings from both chapter 3 and chapter 4 show that careful monitoring and 
positive reinforcement of correct diction will avoid mistakes creeping in. 
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5.2 Answering the main research question: a proposition  
The following section offers a proposition for confronting Afrikaans diction 
challenges in non-Afrikaans mother tongue choirs. Through a constant 
comparative method, this study’s findings, gleaned from various sources 
related to the main topic as well as responses by experts conductors involved 
in the study questionnaires, produced an evolving inductive theory.  Although 
the proposition is by no means a fixed improvement of practices relating to the 
topic, the information is reliable, as it was gathered on the grounds of 
dependability and consistency throughout the research process. It also 
consolidates multi-faceted views in order to generate a new approach to the 
central problem of the study.  
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Confronting Afrikaans diction challenges in non-Afrikaans mother 
tongue choirs: a proposition 
 
1: Conductor’s preparation 
• The choral conductor should become familiar with the symbols and sounds of 
the International Phonetic Alphabet.  
• If Afrikaans is not the conductor’s mother tongue language he / she should 
consult a quality recording or cultural bearer in order to familiarise himself / 
herself with the exact Afrikaans diction. Consulting an Afrikaans singer or 
choral conductor is highly advised, as they will also provide details of the 
necessary positioning of articulatory organs of sung Afrikaans. 
• Combining a pronunciation guide like Bruce Donaldson’s A Grammar of 
Afrikaans with Bronwen Forbay’s recommendations on Afrikaans sung diction 
is a highly advisable source of reference for general Afrikaans diction in 
choral singing.  
• The choral conductor should prepare the score, and make an accurate and 
thorough study of the meaning of the text.  
• The IPA symbols should be transcribed into the conductor’s score. Special 
attention should be given to the slight variables necessary for sung diction, 
and diphthongs should be clearly marked to indicate on which (latest 
possible) subdivision of the beat the first vowel sound will flow into the 
second. 
• The choral conductor should identify key words in the score that are similar 
(in sound or visually) to words in the native language but require different 
enunciation and articulation. Explaining the meaning of the specific word and 
its difference in enunciation will make it a vocal sound phenomenon as 
opposed to it being ‘Englishised’. 
2: Preparing the choir 
• During rehearsals and warm-ups, the choir should be taught a selection of 
sounds and be made aware of each sound’s relevant IPA symbol. The 
sounds should be learnt and associations should be made irrespective of the 
choir’s repertoire, in order to develop a set of diction skills that can be applied 
to repertoire sung in various foreign languages. Therefore, illustrate sounds, 
not words. 
• The singers should not be overwhelmed with too many examples at a time. 
Visual symbol depictions should be accompanied by clear instructions, so 
that the sounds can be internalised and muscle memory associations with 
specific positions for the articulatory organs can be made.  
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• Demonstration and replication is the recommended method. The choir must 
imitate the diction of the conductor. Repetition is key.  
• In order to see the familiar in the unfamiliar, it is necessary to initially teach 
the choir the IPA symbols for the most common sounds in the native 
language of the choir, adding non-phonetic associations only to clarify IPA 
symbols. In cases (especially in South Africa) where choirs are often 
multicultural, use common words like Zulu ‘yebo’ [‘jɛ:bɔ] or English ‘MacBook’ 
[‘mæcbuc] to make phonetic associations. 
3: Introducing the repertoire 
• When starting a new Afrikaans choral work, the conductor should first use 
aural teaching, away from the score. A collection of sounds from the text, 
rather than words, may be taught. 
• The conductor should sing short phrases that appear in the work, that the 
choir imitates. The choir should learn these phases of text as sung text, 
demonstrated in the correct rhythm, but on a single pitch, so that the focus is 
on diction, not melody. 
• Words with specific meanings that are similar in sound to the native language 
should be introduced here. The specific meaning of the word should be 
highlighted, without relating it to the similar sounding word in the native 
language. The word should be taught as an isolated sound phenomenon. 
• The score should only be introduced once the singers’ diction of the short 
phrases of Afrikaans text is comfortable and well enunciated. 
• The melody and harmony should be learnt on a neutral vowel by sight-
reading from the score with the help of the conductor. 
• Specific words or difficult sounds can be marked in the singers’ scores with 
block brackets to facilitate recollection of the phonetic exercises they have 
been trained to do. 
• Once the singers are comfortable with the melody and harmony (sung on a 
neutral vowel) as well as the diction of the Afrikaans text, the two should be 
combined, being cautious of mistakes creeping in when singers have to 
concentrate on both.  
4: Adding additional resources 
• The choir can be introduced to a cultural bearer, or Afrikaans mother tongue 
speaker to evaluate and demonstrate the required diction. This individual 
should preferably be a singer or conductor. 
• If high quality recordings or videos of the work are available, they should be 
used to aid the singers in their preparation for performance. 
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5: Memorisation and monitoring 
• Once the choir has become comfortable with the combination of the text and 
the music, creative visual and kinaesthetic methods should be used to 
facilitate memorisation. 
• The conductor should be vigilant, and constantly monitor the quality and 
accuracy of the choir’s diction to ensure that ‘Englishisation’ or other 
pronunciation errors do not creep in. 
• Incorrect diction should be corrected immediately, and positive reinforcement 
should be used to encourage each correct response. 
 
5.3 Recommendations for application and further study  
This study has identified the lack of and need for a dedicated source for 
Afrikaans foreign language diction for choirs. It investigates the most 
prominent Afrikaans diction challenges faced by non-Afrikaans choirs, and 
provides a proposition of preparation techniques and rehearsal methods to aid 
conductors and singers in successfully executing Afrikaans choral diction. 
 
Affiliated organisers and adjudicators of the ATKV-Applous Choir Competition 
can apply the information in this study to make decisions regarding the level 
of difficulty or successful execution of prescribed works in the NAMS category 
of the competition. Conductors can base their methods of introducing a new 
Afrikaans work, or their selection of additional Afrikaans repertoire for the 
NAMS or standard category of the competition on aspects highlighted in this 
study.  
 
Furthermore, findings of the study could assist composers, interested in 
entering compositions for the ATKV-Applous Composition Competition to 
make informed decisions about text selection. The same applies for 
composers commissioned to write new Afrikaans choral works. 
 
Further studies related to the topic could investigate the possibility of 
constructing a choral diction guide for Afrikaans as a foreign language. Such a 
guide will be valuable if it uses the IPA to depict sound phenomena in 
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Afrikaans in combination with online audio and video demonstration material. 
The combination of this type of audio-visual material and the IPA as tools of 
diction depiction, and adherence to the proposed methods of preparation and 
teaching delineated in the proposition, will provide a consolidation and 
synthesis of the sources used in this study. Further, such a guide could 
provide the first steps towards elevating the status, prominence and prolific 
growth of Afrikaans choral literature, making it more accessible and more 
often included in South African and international choirs’ repertoire. 
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Appendix A: Sample letter of invitation 
 
 
Dear Ms Renette Bouwer, 
  
Based on your expertise in the field of choral music in South Africa, and your 
success in confronting Afrikaans diction challenges in non-Afrikaans mother 
tongue speaking choirs, you have been selected to be part of a special 
research project. The project forms part of my post-graduate studies in Choral 
Conducting at the Nelson Mandela Metropolitan University. 
  
Attached, you will find a consent form, which will give you a better background 
to the study. Completing and signing the consent form will enable you to: 
•  take part in the study, and 
•  access a list of 13 questions relating to Afrikaans-text choral 
compositions and the ATKV-Applous Choir Competition. 
You will have time to contemplate the answers and may submit them at your 
earliest convenience before Monday 15 September 2014. A reminder e-mail 
will be sent, in order to assist you to meet the deadline. You are welcome to 
add any information that you think would assist the study. 
I aim to collate the responses given by each of the selected experts in the 
field, in order to compile functional solutions for Afrikaans diction by non-
Afrikaans mother tongue choirs. The findings will be expanded in an effort to 
promote the composition and performance of Afrikaans-text choral 
compositions, not only for use in South Africa, but also internationally. 
  
Your contribution will be greatly appreciated. 
  
  
Kindest regards, 
  
  
Charlotte Botha 
Principal investigator 
MMus Choral Conducting 
Nelson Mandela Metropolitan University 
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Appendix B: Sample letter of consent 
Consent to participate in a research study 
Confronting Afrikaans diction challenges in non-Afrikaans mother 
tongue choirs 
 
 
Principal investigator: Ms Charlotte Botha, MMus candidate, Nelson 
Mandela Metropolitan University  
Supervisor: Dr Rudi Bower, Nelson Mandela Metropolitan University 
Co-supervisor: Mrs Deirdre Blignaut-Rautenbach, University of Pretoria 
 
 
Invitation to participate in the study 
Charlotte Botha invites you to participate in a research study on Diction in 
Afrikaans-text choral works by non-Afrikaans mother tongue speaking choirs. 
 
Description of subject involvement 
If you agree to be part of this study you will be sent a questionnaire via e-mail 
and asked questions on: 
• your background as a choral conductor in South Africa  
• your opinion on participation in the ATKV-Applous Choir Competition 
• challenges and solutions in Afrikaans diction for singers 
• diction guides or techniques for singers 
• the respective mother tongues of the singers in your choir and the 
influence thereof on Afrikaans diction 
 
 
Benefits 
You may directly benefit from being a part of this study, because it aims to 
illuminate solutions for diction in Afrikaans-text choral works, and distribute 
the information to interested conductors especially of non-Afrikaans mother 
tongue speaking choirs locally and internationally. 
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Risks and discomforts 
There are no risks associated with this study because the topic is not 
sensitive and subjects may choose to participate in the data collection 
anonymously.  
 
Compensation 
Since there is no sponsor for this study, subjects cannot be awarded financial 
compensation. 
 
Anonymity 
We plan to publish the results of this study and to name the participants, but 
will not include any information that would identify you, if you choose to 
participate anonymously. There are some reasons why people other than the 
researchers may need to see information you provided as part of the study. 
This includes organisations responsible for making sure the research is done 
safely and properly, including the members of staff of the Nelson Mandela 
Metropolitan University. 
 
Voluntary nature of the study  
Participating in this study is completely voluntary. Even if you decide to 
participate now, you may change your mind and stop at any time. If you 
decide to withdraw early, please inform the principal investigator (Ms 
Charlotte Botha) before Monday 15 September 2014.  
 
Contact information 
If you have questions about the research, please contact: 
 
Dr Rudi Bower 
Nelson Mandela Metropolitan University 
Summerstrand Campus (South) 
Music Building (10), Room 127 
University Way, Summerstrand 
6031, Port Elizabeth 
+27 41 504 4521 
rudi.bower@nmmu.ac.za 
Ms Charlotte Botha 
Drakensberg Boys Choir School 
R600, Cathkin Park  
3310, KwaZulu-Natal 
+27 82 723 3580 
miss.botha@gmail.com 
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Permission 
If you work for an institution that requires you to ask for permission to 
participate in this study, please state the name, position and contact e-mail 
address or the person to be contacted. 
 
_______________________________________________ 
Name and position 
 
_______________________________________________ 
E-mail address 
 
 
Consent 
By signing this document, you are agreeing to be in the study. You will be 
given a copy of this document for your records and one copy will be kept with 
the study records. Be sure that questions you have about the study have been 
answered and that you understand what you are being asked to do. You may 
contact the researcher if you think of a question later. Please circle and 
complete: 
I agree to participate in the study.   Yes / No 
I agree that my name and responses may be used in the treatise and 
publications that may follow. Yes / No 
 
 
_____________________________________  
Signature 
 
_____________________________________ 
Printed Name 
 
_____________________________________ 
Contact number 
 
_____________________________________ 
E-mail address 
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Appendix C: Sample study questionnaire 
Confronting Afrikaans pronunciation challenges in non-Afrikaans 
mother tongue choirs 
Principal Investigator: Charlotte Botha, Nelson Mandela Metropolitan University 
 
Please complete the following questionnaire by typing your answers in the blank 
section below each question. There is no limit on the length of your answers. When 
you have completed the form, please save it with your name in the file name (for 
example: CBothaQuestionnaire.docx), and return it to the principal investigator via 
email at miss.botha@gmail.com  
 
1. I approach you because you are a highly regarded choral conductor. Briefly, to 
inform the interested reader, what is your background in the field? 
  
 
2. In your opinion, how does entering the ATKV-Applous Choir Competition 
benefit you, and the singers of your choir? 
  
 
3. What determines whether you enter the more or lesser-experienced category of 
the general or Nie-Afrikaansmoedertaalsprekend sections of the ATKV-Applous 
Choir Competition?  
  
 
4. The pronunciation of Afrikaans in choral works poses challenges for the non-
Afrikaans mother tongue speaking singer. 
a. In your opinion, what are the greatest challenges non-
Afrikaans mother tongue speakers face in the 
pronunciation of Afrikaans in choral music? 
b. What solutions have you found to be the most effective for 
these challenges? 
a.  
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b.  
 
5. What is your approach to the following sound groups when teaching an 
Afrikaans-text choral work to the singers: 
a. Consonants? 
b. Vowels? 
c. Diphthongs and triphthongs? 
a.  
 
b.  
 
c.  
 
6. What is your knowledge of Afrikaans? Is it your mother tongue language? If not, 
what is your mother tongue language?  
  
 
7. On a scale from 1 – 10 (1= unfamiliar, 10= expert), how would you rate your 
familiarity with the symbols of the International Phonetic Alphabet (IPA)? 
  
 
8. Do you use symbols of the IPA to describe sounds in foreign languages to your 
singers? 
  
 
9. Do you often use English (or other language equivalent) sounds to describe 
sounds in foreign languages? (for example, Eng: food = Afr: boer) 
  
 
10. How many singers are there in your choir? (May relate to more than one choir. 
Please specify.) 
  
 
11. What are the mother tongue languages of the singers in your choir? What 
percentages of the singers speak these languages? 
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12. Do you believe that the specific mother tongue language of a singer influences 
the way in which they pronounce Afrikaans? Please elaborate on your answer. 
  
 
13. What sources (printed publications, guides, videos, etc.) can you recommend to 
assist the study in promoting the successful pronunciation of Afrikaans as a 
foreign language in choral singing?  
  
 
  
 
14. Do you wish to participate in this study anonymously? 
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Appendix D: Letter of permission 
Consent to participate in a research study 
Confronting Afrikaans pronunciation challenges in non-Afrikaans 
mother tongue choirs 
 
 
Principal investigator: Ms Charlotte Botha, MMus candidate, Nelson 
Mandela Metropolitan University  
Supervisor: Dr Rudi Bower, Nelson Mandela Metropolitan University 
Co-supervisor: Mrs Deirdre Blignaut-Rautenbach, University of Pretoria 
 
 
 
Invitation to participate in the study 
Charlotte Botha invites Renette Bouwer to participate in a research study on 
Pronunciation in Afrikaans-text choral works by non-Afrikaans mother tongue 
speaking choirs. 
 
Description of subject involvement 
If you agree that she may be part of this study she will be sent a questionnaire 
via e-mail and asked questions on: 
• her background as a choral conductor in South Africa  
• her opinion on participation in the ATKV-Applous Choir Competition 
• challenges and solutions in the pronunciation of Afrikaans diction for 
singers 
• pronunciation guides or techniques for singers 
• the respective mother tongues of the singers in her choir and the 
influence thereof on the pronunciation of Afrikaans 
 
Benefits 
She may directly benefit from being a part of this study, because it aims to 
illuminate solutions for the pronunciation of Afrikaans-text choral works, and 
distribute the information to interested conductors especially of non-Afrikaans 
mother tongue speaking choirs locally and internationally. 
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Risks and discomforts 
There are no risks associated with this study because the topic is not 
sensitive and subjects may choose to participate in the data collection 
anonymously.  
 
Compensation 
Since there is no sponsor for this study, subjects cannot be awarded financial 
compensation. 
 
Anonymity 
We plan to publish the results of this study and to name the participants, but 
will not include any information that would identify them, if they choose to 
participate anonymously. There are some reasons why people other than the 
researchers may need to see information they provided as part of the study. 
This includes organisations responsible for making sure the research is done 
safely and properly, including the members of staff of the Nelson Mandela 
Metropolitan University. 
 
Voluntary nature of the study  
Participating in this study is completely voluntary. Even if individuals decide to 
participate now, they may change their minds and stop at any time. If they 
decide to withdraw early, please inform the principal investigator (Ms 
Charlotte Botha) before Monday 15 September 2014.  
 
Contact information 
If you have questions about the research, please contact: 
 
Dr Rudi Bower 
Nelson Mandela Metropolitan University 
Summerstrand Campus (South) 
Music Building (10), Room 127 
University Way, Summerstrand 
6031, Port Elizabeth 
+27 41 504 4521 
rudi.bower@nmmu.ac.za 
Ms Charlotte Botha 
Drakensberg Boys Choir School 
R600, Cathkin Park  
3310, KwaZulu-Natal 
+27 82 723 3580 
miss.botha@gmail.com 
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Permission 
By signing this document, you are granting permission for Renette Bouwer to 
be in the study. You will be given a copy of this document for your records 
and one copy will be kept with the study records. Be sure that questions you 
have about the study have been answered and that you understand what you 
are being asked to do. You may contact the researcher if you think of a 
question later. Please circle and complete: 
 
I hereby give permission for Renette Bouwer to participate in the study.   
Yes / No 
 
 
 
_____________________________________  
Signature 
 
_____________________________________ 
Printed Name 
 
_____________________________________ 
Contact number 
 
_____________________________________ 
E-mail address 
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Appendix E: Reminder notice 
 
 
 
Dear Mrs Renette Bouwer, 
 
This is a friendly reminder that, if you should choose to participate in the study 
on Afrikaans diction in non-Afrikaans mother tongue choirs, the deadline for 
your responses is in 2 weeks time. 
 
I would greatly appreciate your contribution! 
 
Kindest regards, 
 
Charlotte Botha 
Principal investigator 
MMus Choral Conducting 
Nelson Mandela Metropolitan University 
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Appendix F: Letter of thanks 
 
 
 
Dear Mrs Renette Bouwer, 
 
 
I would like to express my gratitude for your valuable contribution to the study, 
 
Confronting Afrikaans diction challenges in non-Afrikaans mother 
tongue choirs 
Principal Investigator: Charlotte Botha, Nelson Mandela Metropolitan 
University 
 
 
The answers you provided in the questionnaire will aid me in compiling a 
useful document, which promotes the singing, and composition Afrikaans 
Choral works in South Africa and internationally. 
 
 
Many thanks! 
 
 
Charlotte Botha 
Principal investigator 
MMus Choral Conducting 
Nelson Mandela Metropolitan University 
 
 
 
